The Critical Connection: a Computer-Assisted Rhetorical Criticism of the Message of Harry F. Chapin. by Capps, Ronald Robert
Louisiana State University
LSU Digital Commons
LSU Historical Dissertations and Theses Graduate School
1984
The Critical Connection: a Computer-Assisted
Rhetorical Criticism of the Message of Harry F.
Chapin.
Ronald Robert Capps
Louisiana State University and Agricultural & Mechanical College
Follow this and additional works at: https://digitalcommons.lsu.edu/gradschool_disstheses
This Dissertation is brought to you for free and open access by the Graduate School at LSU Digital Commons. It has been accepted for inclusion in
LSU Historical Dissertations and Theses by an authorized administrator of LSU Digital Commons. For more information, please contact
gradetd@lsu.edu.
Recommended Citation
Capps, Ronald Robert, "The Critical Connection: a Computer-Assisted Rhetorical Criticism of the Message of Harry F. Chapin."
(1984). LSU Historical Dissertations and Theses. 4010.
https://digitalcommons.lsu.edu/gradschool_disstheses/4010
INFORMATION TO USERS
This rep roduction  was made from  a copy o f  a docum ent sent to  us fo r  m ic ro film ing . 
While the most advanced technology has been used to  photograph and reproduce 
this docum ent, the qua lity  o f  the reproduction  is heavily dependent upon the 
qua lity  o f  the m aterial subm itted .
The fo llo w in g  explanation o f  techniques is provided to  help c la rify  markings or 
nota tions w hich may appear on this rep roduction .
1.The sign or “ ta rget”  fo r  pages apparently lacking from  the docum ent 
photographed is “ Missing Page(s)” . I f  it was possible to  obta in  the missing 
page(s) o r section, they are spliced in to  the film  along w ith  adjacent pages. This 
may have necessitated cu ttin g  through an image and dup lica ting  adjacent pages 
to assure com plete c o n tin u ity .
2. When an image on the f ilm  is ob lite ra ted  w ith  a round black m ark, i t  is an 
ind ica tion  o f  e ithe r b lurred copy because o f  m ovement during  exposure, 
duplicate copy, o r copyrigh ted  materials tha t should no t have been film ed. For 
blurred pages, a good image o f  the page can be found  in the adjacent frame. I f  
copyrighted materials were deleted, a target note w ill appear lis ting  the pages in 
the adjacent frame.
3. When a map, draw ing o r chart, e tc., is part o f  the material being photographed, 
a de fin ite  m ethod o f  “ section ing”  the m aterial has been fo llow ed . I t  is 
custom ary to begin film in g  at the upper le ft hand corner o f  a large sheet and to 
continue from  le ft to  r igh t in equal sections w ith  small overlaps. I f  necessary, 
sectioning is continued again -beginning below the firs t row  and continu ing  on 
u n til complete.
4. For illus tra tions  that cannot be sa tis factorily  reproduced by xerographic 
means, photographic p rin ts  can be purchased at add itiona l cost and inserted 
in to  y o u r xerographic copy. These p rin ts  are available upon request from  the 
D issertations Custom er Services Departm ent.
3. Some pages in any docum ent may have ind is tinc t p rin t. In all cases the best 
available copy has been film ed.
University
Microfilms
International
300 N. Zeeb Road 
Ann Arbor, Ml 48106

8515134
C apps, Ronald R obert
THE CRITICAL CONNECTION: A COMPUTER-ASSISTED RHETORICAL 
CRITICISM OF THE MESSAGE OF HARRY F. CHAPIN
The Louisiana State University and Agricu ltura l and Mechanical Col. Ph.D.
University 
Microfilms
International 300 N. Zeeb Road, Ann Arbor, Ml 48106
1984

THE CRITICAL CONNECTION: A COMPUTER-ASSISTED 
RHETORICAL CRITICISM OF THE MESSAGE OF 
HARRY F. CHAPIN
A Dissertation
Submitted to the Graduate Faculty of the 
Louisiana State University and 
Agricu ltura l and Mechanical College 
in partia l fu lfillm e n t of the 
requirements for the degree of 
Doctor of Philosophy
in
The Department of Speech Communication, 
Theatre, and Communication Disorders
by
Ronald Robert Capps 
B.A., Ca liforn ia State U n iversity—Fresno, 1981 
M.A., P ittsburg State University, 1981 
December 1984
Acknowledgements
Academic projects, such as this, are labors and products o f Jove 
and understanding. This project is no exception. This undertaking 
would have been impossible without the love, support and 
understanding o f my wife Carol and my parents. It is also the 
product of the contributions made by numerous fam ily members and 
friends of the late Harry F. Chapin who made themselves and the ir 
memories available to  me. Special thanks are due to Dr. James B. 
Chapin, Tom Chapin, and Sandy Gaston Chapin fo r the ir assistance and 
sanctioning of th is project. The members of my com mittee deserve a 
special appreciation fo r the ir guidance and insights, however, special 
gratitude is owed to Dr. John H. Patton and Dr. Jim Springer Borck, 
my major and minor professors respectively.
Table of Contents
Acknowledgements.......................................... n
Table of Conte nts........................................  iii
List of Tabl es............................................  iv
Abstract.................................................... v
Chapter One—  Introduction..........................  1
Chapter Two-- Computer-Assisted Content Anal/sis 13
Chapter Three—  Rhetorical Distinctiveness.........  37
Chapter Four—  The Rhetoric of Reform ..............  59
Chapter Five—  Conclusion............................. 82
Endnotes.................................................... 90
Select Bibliography......................................  101
Appendix A —  Biographical N o t e ....................  Ill
Appendix B-- Early Lyrics Frequency Count....... 116
Appendix C-- Later Lyrics Frequency Co u n t ....... 124
i i i
List of Tables
Table One—  Early Lyrics Count Compared to Later
L yrics...................................  19
Table Two-- Early Lyrics Count Compared to Later
Lyrics...................................  21
Table Three-- Early Lyrics Count Compared to Later
Lyrics...................................  21
Table Four-- College Student Word Use Compared to
Chapin's Word Use in Later Lyrics... 25
Table Five—  College Student Word Use Compared to
Chapin's Word Use in Later Lyrics... 27
Table Six—  College Student Word Use Compared to
Chapin's Word Use in Later Lyrics... 27
Table Seven—  Dahl's Corpus Compared to Later
Lyri cs...................................  28
Table Eight—  Dahl's Corpus Compared to Later
Lyr ics...................................  29
Table Nine—  Dahl's Corpus Compared to Later
Lyrics...................................  29
Table Ten—  College Student Word Use Compared to
Chapin's Word Use in Later Lyrics... 31
Table Eleven—  Dahl's Corpus Compared to Later
Lyr i c s ...................................  32
i v
Abstract
In this study I examine the forms, contents, and functions of 
the rhetoric of singer-songwriter Harry Forster Chapin, in an attem pt 
to more fu lly  understand rhetorical theorist Kenneth Burke's assertion 
tha t his grandson was a uniquely powerful rhetorica l figure who "could 
energize people, everyone, the world."
This study was conceived from  the perspective of the "New 
R hetoric," and therefore, i t  acknowledges that "iden tifica tion " may 
serve as an "end" in itse lf. It is this willingness to accept 
" id en tifica tio n " as an "end" in itse lf tha t separates contemporary 
rhe torica l theory from  its classical counterpart.
In my e ffo r t  to remain fa ith fu l to Chapin's lyrics, I chose to 
use a computer-assisted content analysis of the ly rica l texts. The use 
of a personal computer and commercially available programs 
demonstrated the p rac ticab ility  o f such a c r it ic a l "too l" fo r the 
rhetorica l c r it ic  who elects to focus d irec tly  on the tex t o f the 
message itse lf. My use o f the computer provided a heightened 
awareness o f Chapin's reliance on words which encouraged 
iden tifica tion  and a feeling of consubstantiality through Chapin's use of 
words clustering around orientations of "o ther" and the collective 
bonding of man.
The balance o f the dissertation focuses upon the rhetorica l 
c'istinctiveness and rhetorica l strategies demonstrated by Chapin's 
message. Three areas of rhetorica l distinctiveness are explored: 
Chapin as a representative member o f a fo lk -a c tiv is t trad ition ; 
Chapin's development o f a unique cinem atic ly ric  style; and the 
ritu a lis tic  nature of the Chapin-message-audience in teraction. Chapin's 
messages re fle c t two v ita l concerns: the common person should have 
an impact on social problems through a partic ipatory democracy; and 
the importance o f children as a source o f tru th  and clear vision. 
Through his reliance on rhetorica l strategies of identifica tion , the act 
of overhearing speech acts, self-deprecation, repetition, and 
personalization of the future by his depiction of young people, Chapin 
coped w ith his rhe torica l problems. These strategies allowed Chapin 
to provide potentia l avenues fo r change which were in keeping w ith 
the heritage and trad itions o f this country while addressing a 
generation that had grown increasingly cynical and frustrated in the ir 
e ffo rts  to promote change.
Chapter 1
INTRODUCTION
In this study I examine the forms, contents, and functions of 
the rhetoric o f singer-songwriter Harry Forster Chapin.'*' In the most 
"humane trad ition  of rhetoric ," I pose three questions:
1. What are the d istinctive  features of Chapin's rhetoric?
2. What significant themes and symbols dominate Chapin's
rhetoric?
3. What social functions do the themes and symbols in Chapin's
rhetoric perform?
My pursuit of these three questions allows the exploration of
the social function of Chapin's rhetoric and the determ ination of the ir
social worth, because, "a ll judgment of discourse resides fina lly  in the
realm of values." This is consistent w ith Robert Cathcart's c r it ic a l
perspective that "no judgement of the effectiveness of a speaker or
the a rtis tic  qualities of a message can be made w ithout ethical and
2
moral considerations." This perspective encourages the c r it ic  to serve
-  1 -
2"society in upholding its  eth ica l and moral aims" and stresses the
importance fo r the c r it ic  to consider "the larger social purposes of
3
communication and the u ltim ate values of society."
This c r it ic a l perspective gains importance from  its humanistic 
emphasis on "the understanding of man him self," an emphasis that 
Edwin Black has identified  as "the goal of c ritic ism ." In joining with 
other humanistic studies, c ritic ism  "seeks to understand men by 
studying men's acts and creations." By adopting this goal, the c r it ic  
may find additional m otive beyond understanding—the desire "to  
enhance the quality o f human life ."  C ritic ism  and the c r it ic a l act 
have an "inextricable involvement" w ith "moral values." As a 
discipline, c ritic ism  "seeks as its end the understanding o f man 
himself" and i t  achieves this understanding through "the investigation 
and appraisal of the ac tiv ities  and products of men."^ In responding to 
the three queries underlying this study, we gain a more complete 
understanding of the functioning of Harry Chapin's rhetoric, hence a 
better understanding of man, and thus fu lf i l l  the u ltim ate  objective of 
a humanistic c ritic ism .
3JUSTIFICATION FOR STUDY
I a ttem pt in th is study to respond to Bitzer's proposal at the 
Wingspread Conference that we expand rhetorica l c ritic ism  "to  examine 
the processes of in teraction that are at work" in "poetic and aesthetic 
art forms" such as music and film s. B itze r claims that "the rhetorical 
uses" of such forms "account for more value form ation than all the 
sermons, po litica l speeches, and classroom lectures put together."6 
Participants in the Wingspread Conference on Rhetoric concluded: 
"c r it ic a l understanding and assessment should be brought to bear upon 
such objects as contemporary popular music which is helping to 
educate or otherwise shape the understandings of a generation of 
young Americans." The participants believed the areas of popular 
music, news, f ilm , drama, novels, and poetry, "increasingly" influenced 
"attitudes bearing social consequences."6 It is precisely the social 
function of Harry Chapin's rhetoric, and resultant social consequences, 
that form  the heart of my inquiry.
Why study the lyrics o f Harry Chapin? Ralph Nader and Mark 
Green have jo in tly  asserted that "more tnan any other enterta iner in 
his generation, Harry [Chapin] was a c itize n -a rtis t." Nader and Green 
concluded by expressing the hope "tha t Harry Chapin's legacy w ill 
include not only his music but his citizenship, so tha t others may
4learn of his example and emulate it .  For he was a model of what
Justice Felix F rankfurter once referred to as the highest position in a
7
democracy—the o ffice  o f c itizen ." This c r it ic  seeks to discover how 
Chapin functioned as a c itize n -a rtis t and to draw out implications 
which m ight be applied to his contemporaries.
A second jus tifica tion  is provided by the assertion of Chapin's
grandfather that his grandson's rhetoric  is "a subject well worth 
0
dealing w ith ." That in its e lf would be a sim plistic justifica tion , 
because a granofather is usually not an unbiased observer and, 
certa in ly, few grandsons have Kenneth Burke as a grandfather. Thus 
when Burke asserted, "There are a lo t of strong people in this fam ily 
who are b rillian t, original, d iffe ren t, but Harry was a power with a
9
capita l P. He could energize people, everyone, the world," 1 
understood tha t there just m ight be an "energy" in Chapin's rhetoric 
which deserves rhetorica l study.
A th ird  ju s tifica tion  resides in my preference to employ the 
perspective offered by the "New Rhetoric," an approach which sees a 
sh ift in key term inology. Nichols attributes the development of such a 
rhetoric to "men like  [Kenneth] Burke and [I. A .] Richards," noting 
they "provide a stimulus" and "may give promise o f providing 
rhetoricians w ith a theory which is better adapted to the learning and 
thought of modern times than any conception arrived at two thousand 
years ago for a culture quite d iffe ren t from  our o w n ."^  Specifically,
5Burke observes: "The key te rm  fo r the old rhetoric was 'persuasion'
and its stress was upon delibt rate design." Burke claims the 
distinctive feature o f the "New R hetoric" is its  stressing of a d iffe ren t 
"key" term: "The key te rm  fo r the 'new' rhetoric would be
'identifica tion ', which can include a pa rtia lly  'unconscious' facto r in 
appeal." Burke concludes tha t while " 'iden tifica tion ' at its  simplest"
may be a "deliberate device," it  also may serve as an "end" in 
i t s e l f . ^  It is in Burke's willingness to  accept "iden tifica tion" as an 
"end" in itse lf tha t separates contemporary rhetorica l theory from  its  
classical counterpart. Most s ign ificantly, such an "iden tifica tion" may 
spring from "unconscious," or even unexplainable factors.
Given the three questions underlying this study and the
jus tifica tion  for d irecting c r it ic a l a ttention to the rhetoric of Harry
Chapin, any study seeking to examine and explain the form , content,
and function of a rhetoric ian must focus on the rhetorical message
its e lf and ask the right questions. In the words o f Otis Walter:
"Neither the most in te lligen t nor the most fundamental issues are
12always revealed by asking about the means of persuasion." P rior to 
addressing the "in te lligen t" and "fundamental issues," my attention 
must be directed [through my analysis of Chapin's use of 
id en tifica tion ] to understanding the cen tra lity  of language, the meaning 
of content analysis, and the primacy of the message.
6C entra lity  o f Language:
There are many established c r it ic a l approaches'*^ a rhetorical
c r it ic  may choose to  employ. Like path-clearing pioneers, today's
c r it ic  relies upon the knowledge, or "sense," tha t the object studied "is
characteristica lly a creation in language and that somewhere in or
around the language lies the animate principle o f the discourse,
14pervading all the other principles." When the c ritic 's  attention is 
directed to the qualities of language itse lf, the c r it ic  obtains the 
proper recognition and humane focus for c r it ic a l inquiry—the language 
i t s e l f . ^  A le tte r from  Burke reminded me tha t the "main thing" was 
to do my "analysis of Harry's work" and to recognize tha t the
"im portant thing" was to "say" what I "see in Harry's work." Burke
cautioned that undue concern should not be directed to his d irect
influence on Harry, instead the attention must be directed to Chapin's 
works. F ifty  years previously, Burke wrote "man is vocabulary";1^ and 
if  I sought to understand his grandson's rhetoric, the key was in 
Chapin's use of words.
By c r itic a lly  analyzing Harry Chapin's rhetorica l messages, I can 
achieve a fu lle r understanding of the way in which individuals and our 
society are moved by what they hear and subsequently envision.17 To 
achieve this understanding, the c r it ic a l focus should be on the humane 
dimension which resides in the cen tra lity  o f language, a language 
which the c r it ic  "searches fo r the forces—m otivations, emotions—at
718work through the language." It is precisely such a focus that the
c r it ic  obtains using a content analysis to  supplement and magnify the
messages themselves. By engaging the message the c r it ic  is
encouraged to focus on the "enduring center" of rhetorica l theory, a
center which is located in "the cen tra lity  o f language" of human
experience. Through attention to the cen tra lity  of language as a
source fo r in terpre ta tion, the c r it ic  relies upon a "permanent core"
which "yields the essential identity  and purpose of rhetoric in the 
19humane trad ition ." Language forms a "permanent core" which resides 
a t the center of any rhetorica l theory and analysis.
Content Analysis:
Rhetorical scholars w illing  to u tilize  the expertise developed by 
other disciplines w ill discover potentia l foundations fo r advancement of 
scholarship w ith in  the ir own discipline. As A lbert C ro ft claimed, a 
p lura lis tic  approach conceived along these lines is "the only
o o
in te llectua lly  defensible p o s i t i o n . C r o f t  argued that i f  rhetorical 
c r it ic s  fa il to adopt a p lu ra lis tic  c r it ic a l perspective "public address" 
w ill continue "to  turn inward on itse lf."  I f  rhetorical scholars remain 
"content w ith duplicative studies" representing "a r tif ic ia l samples of 
rhetorica l techniques" which are divorced from  the ideas they contain, 
"rhe torica l c ritic ism  w ill have passed up its most significant scholarly 
fu n c t io n ."^
8Content analysis was developed by the social sciences, and while
it  is fam ilia r to many rhetorica l c r it ic , the concept remains ill-defined
and infrequently used by the rhetorical c r it ic .  For the purposes of
this study, Robert M itchell's conception of content analysis is the most
accurate: "content analysis refers to technical procedures fo r producing
data, not to a methodology fo r manipulating quantitative materials.
That is, content analysis is a data-collection technique." M itche ll
notes the s im ila rity  o f content analysis to "personal interviewing,
self-administered questionnaires, and observational protocols" as
22data-collection techniques. As a data-collection technique, content 
analysis w ill be relied upon fo r the grouping and ordering of word 
units and themes.
A major benefit of the c ritic 's  use of the technique of content
analysis is the re flec tion  that such an analysis forces upon the works
themselves. This benefit has prompted Charles Redding to claim  that
"some form of content analysis~no m atter how subjective or lim ite d  in
23scope should be the very essence of rhetorica l c ritic ism ." Bernard 
Berelson, a pioneer o f content analysis in the social sciences, cautions 
the communication researcher and rhetorical c r it ic  alike that "content 
analysis can describe communications, but i t  cannot per se, evaluate 
th e m ."^  The responsibility for evaluation s t ill firm ly  resides w ith the 
individual c r it ic . Nonetheless, a fte r close observation of the rhetorica l 
a rtifa c ts  the c r it ic  should have a much firm er base for a deeper and
9more insightful c r it ic ism  that is the product of the c ritic 's  judgement 
and the documents themselves.
Primacy o f the Message:
If Chapin's messages transm it lessons in citizenship or i f  the use
of lyrics is a v ita l rhetorica l form , my analysis of his messages should
disclose such lessons while focusing c r it ic a l attention on the "one
indispensable" element in rhetorical c r it ic is m —the message. In
detailing his "anatomy of c r it ic a l discourse," Rosenfield observes that
the message serves as a "lingu istic  arch itecture  which supports and
gives form  to the rhe torica l act." He concludes that the "message" is
25the only indispensable element to any c r it ic a l analysis. The messages
reveal "a great deal" about Chapin and the lessons he considered
im portant. S im ilar to  Rosenfield, Cathcart sees word selection as the
essentia; element in achieving a c r it ic a l understanding of the 
26message.
It is "through the c r it ic a l study of man's rhetorica l act" tha t we 
possess "an im portant" vehicle for the understanding of "man in 
society, man striv ing , man seeking to cope w ith his own public destiny 
w ith in  his concept of his world and how it  is constructed and
0 7
propelled," because, as Richard Weaver reminds rhetorica l c ritics : 
"We are all of us preachers in private or public capacities. We have
10
no sooner uttered words than we have given impulse to other people
28to look at the world, or some small part of it ,  in our way." The
content of Chapin's rhetorica l messages discloses the way in which his
rhetoric spoke "to  man in his whole being and out of his whole past
and w ith reference to values which only a human being can Intuit 
29[emphasis added]." Weaver's insight, that only humans can in tu it
values, hints at the potential advantages of a Polanyian approach.
Weaver's insight also encourages a humanistic c r it ic a l orientation.
According to  Nichols, a humane approach to c ritic ism  requires the
c r it ic  to "make an authentic statement, an honest judgement, and
display a contagious allegiance to  tru th , justice, tolerance, courage,
30and hope, a ll parts of man's work as c itizen and statesman." This 
c ritic ism  is advanced in the truest sp irit of the humane trad ition of 
rhetoric.
SOURCE OF MATERIALS AND PLAN OF STUDY
The prim ary m aterials for this c r it ic a l analysis are the lyrics 
w ritten  and performed by Harry Chapin. In addition, other primary 
materials include Chapin's unpublished typescripts, speeches, 
screenplays, and interviews. Secondary materials w ill focus on 
extensive interviews done w ith  members of his fam ily , members of 
Congress, and other private, professional, and government associates. 
Hence my investigation has included access to Chapin's files
11
maintained in his business o ffice , the special collections lib ra ry  of 
Rutger's University, and the L ibrary of Congress.
In chapter two I present the findings of a computer assisted 
content analysis I ran on the entire corpus of Chapin lyrics. This 
frequency content analysis measurement includes both an analysis of 
stable d istribution and an analysis of unbiased representation. An 
analysis of stable d istribution indicates the degree of s tab ility  of an 
individual's vocabulary as re flected by usage spanning several years. 
Chapin's corpus was divided in to  early and "in tegra tive" works. Works 
recorded prior to 1975 were classified as early works. Those works 
recorded a fte r 1974 were classified as "in teg ra tive ," because from  that 
pod t Chapin began to consciously integrate his music, fam ily, country, 
and beliefs into a unified force that provided him w ith satisfaction.'"''' 
The analysis of unbiased representation calls for my comparison of 
Chapin's word selection w ith the two established frequency tables for 
spoken American English and, therefore, indicating frequencies of word 
usage that deviate from  what m ight normally be expected.
In chapter three I explore the d istinctive  features of Chapin's 
rhetoric, specifically focusing on Chapin as a representative extension 
of the fo lk trad ition  of Woody Guthrie and Pete Seeger, his uniquely 
cinematic storyte lling  form , his perceived relationship w ith his 
audience, and the r itu a lis tic  nature of the relationship existing between 
Chapin, the ly ric , and the audience.
12
In chapter four I bring the dominate themes and symbols of 
Chapin's rhetoric in to  a narrower focus so that I may discuss how such 
themes and symbols constitute a rhetoric of reform .
In the f if th  and fina l chapter I discuss each of the three 
questions posed earlier in this in troduction in ligh t of this 
investigation. In addition, I discuss Chapin's rhetoric as the rhetoric 
o f a m ythic Noble Warrior and note the s im ila rity  between the 
tributes to the Noble W arrior in most m ythic patterns and Chapin's 
eulogies.
Chapter 2
Computer Assisted Content Analysis
Before addressing the c r itica l questions outlined in the 
in troduction, I w ill exam ire Harry Chapin's complete body of lyrics to 
objectively ascertain his distinctive word choices. By examining 
Chapin's word selection, I am able to focus on the "idicsyncracies" of 
his vocabulary."'' In this chapter I examine the discrim inate word units 
present w ith in  Chapin's ly rics  by performing a word frequency count of 
the content.
Research Procedure
Chapin's ly rics  were assembled and processed on a portable
2
computer w ith  com m ercia lly available software. I chose to proceed 
w ith  a computer assisted contert-analysis because it  afforded certa in 
advantages:
1. a higher re lia b ility  t~an a manual frequency count;
2. a more e ffic ie n t use of research tim e.
- 13 -
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A to ta l of ninety-seven lyrics were entered fo r ana lys is / This portion 
of my analysis omits: unrecorded Chapin lyrics; lyrics recorded by 
Chapin which were co-authored or the work of another; and fina lly , 
the ly rica l score composed by Chapin fo r Cotton Patch Gospel. The 
unrecorded lyrics were om itted as unshared. The lyrics which were 
co-authored or the work of another were excluded because 
determ ination of Chapin's contribution could not be made. Finally, the 
lyrics which Chapin composed for the musical Cotton Patch Gospel 
were discounted because they had been commissioned for a special 
purpose.
Folk wing entry, the texts were subjected to a word count and 
word frequency analysis. For this analysis, the lyrics were divided 
in to two arb itrary categories.
Chapin's f irs t four albums, containing th irty -s ix  individual songs,
were grouped to form  the f irs t sample population. These albums were
released before 1975, the year that Chapin joined w ith B ill Ayers in
founding World Plunger Year to combat world hunger. The second
sample population represents the seven albums, containing sixty-one
4
individual songs, released between 1975 and 1980.
The frequency analysis w ill examine both a "standard of stable 
distribution" measurement and an analysis that Krippendorff believes to
be "more im portant," that of "the standard of unbiased representation.
15
The f irs t measurement "notes changes in frequencies over tim e" and 
w iil be observed in a comparison of the word choices between the two 
ly ric  categories. The measure believed to be mere im portant w ill be 
applied to both populations. This measurement compares the observed 
frequencies w ith a standard established by a representative population 
to determine i f  the "observed frequencies are larger or smaller" than 
what one m ight normally expect. The population to be used for 
comparison must be clearly identified  before claims may be advanced 
that the "proportions of observed frequencies are 'surprising.'"5
One standard fo r comparison w ill be Dahl's Wend Frequencies of 
Spoken American English. Dahl's sample consisted of 1,058,888 
individual words6 [Tokens] and 17,871 unique words [Types], which 
were spoken by th ir ty  d iffe ren t subjects during fifte e n  randomly 
selected psychoanalytic sessions in eight d iffe ren t American cities. 
The subjects included both patients and psychoanalysts. While the 
choice of speakers was not random, it  is believed that this situation 
"is particu larly  appropriate for sampling" and may be favorably 
compared to  other spoken samples. C iting Howes 1966 study, Dahl 
observes: "Spoken English is typ ica lly  sampled in a monologue situation 
in which the subject is asked to ta lk about anything he wishes. When 
the subject stops ta lk ing the investigator usually invites him to 
continue ta lking about some general subject such as fam ily or 
po litics ."^  The Dahl word sample is the largest available standardized 
base for comparison w ith  "spoken" American English.
16
I chose to supplement the Dahl word sample w ith Howes' word
O
count of spoken English. My use of Howes' sample allows verifica tion 
of apparent significance disclosed by my comparative analysis relying 
on the Dahl data. The Howes corpus consists of 25G,CC0 individual 
words [Tokens] d istributed among 9,699 unique words [Types] gathered 
during 5,000 word interviews w ith tw en ty  patients at the Boston 
Veterans Adm inistra tion Hospital, tw en ty  college sophomores attending 
Northeastern U niversity or Massachusetts Institute of Technology, and 
an individual subject from  the VA H csc ita l who contributed ten 5,000 
word interviews over a period of t :~ e  "to study the s tab ility  o f 
word-frequency data fo r a single Hdiv icual." In conducting the 
interviews, the subjects were encouraged to ciscuss topics of general 
in terest to  them, w ith  the in terv iew er prepared to  in ject a lagging 
in terview  w ith "a leading question like ’te ll me about your fam ily,' or 
'what do you th ink of the p o litica l situation?' Specific questions
c
calling fo r specific answers were avo ided,"' according to Howes. A 
particu la r u t il ity  c f this sample is the ability to separate the college 
students from  the hospital patients tc  establisr, a separate population 
consisting of 100,000 words. This investigation contrasts Chapin's word 
u s w i t h  the word selection of the college students.
The orien ta tion toward "spoke- : Ergiish" was the primary
c rite rion  fo r choosing the Dahl and '—owes sample populations over 
other available standards for comparison, becs-ses they are appropriate
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fo r the analysis o f language spoken to be heard. While the Thorndike 
and Lorge word count has been previously employed by researchers in 
our discipline, I agree w ith Berger's observations of its  inadequacies; 
not the least of which is i t  was never claimed to be "representative 
of English speech."‘*‘ t~) I found the Brown University corpus, constructed 
by Kucera and Francis, to be extremely comprehensive for analysis of 
w ritten  m ateria l but not as appropriate fo r the analysis of language 
spoken to be heard.'*''*'
Analysis of Stable Distribution
My frequency count of Chapin's early lyrics disclose a to ta l of
11,247 individual words, 1,847 unique words, and 1,025 words appearing
only once. In contrast, his la ter lyrics contained 22,119 to ta l words,
2,882 unique words, and 1,548 words used once. The early lyrics
averaged 312.42 words in length compared to a 362.61 word length on
the la te r works. These discoveries provide the c r it ic  potentia l
pathways in to  the rhetorica l work itse lf. For purposes of my
investigation, I chose to scan the frequency counts to discover
lingu istic "strategies" which I might in tu itive ly  group for comparative 
12analysis.
My analysis o f the lyrics revealed a sh ift in Chapin's word 
selection: Chapin's la te r lyrics could be characterized as "you"
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oriented. Dahl's findings indicate the ten most frequently used words 
are: 1) " I" [61,586]; 2) "and" [35,906]; 3) "the" [28,098]; 4) "to " 
[28,004]; 5) "tha t" [26,025]; 6) "you" [25,119]; 7) " it "  [19,400]; 8) "o f" 
[19,162]; 9) "a" [18,307]; and 10) "know" [14,435].13 Note that "I"  is 
the most frequently spoken word and occurs more than tw ice as often 
as the word "you." These ten words are the most prevalent in Chapin's 
early lyrics: 1) the; 2) and; 3) I; 4) a; 5) to; 6) you; 7) of; 8) my; 9) 
she; 10 [and] me. The early lyrics closely parallel the Dahl corpus. 
Dahl's f if th ,  seventh, and tenth ranked words [th a t, it ,  (and) know] 
become the fifte e n th , th irteenth , and twenty-seventh ranked words 
respectively. They are replaced by Chapin's use o f his eighth, ninth, 
and tenth ranked words [m y, she, (and) me]; which are respectively 
ranked nineteenth, fo rty -fou rth , and fiftee n th  by Dahl. Chapin's la ter 
lyrics represent a dramatic sh ift in his use of the word you: His use 
of the word "you" surpasses the frequency of the word "I". The later 
lyrics provide the follow ing top ten ranked ordering: 1) the; 2) you; 3)
and; 4) I; 5) to; 6) a; 7) that; 8) in; 9) my; 10) [and] of. Dahl's
seventh and tenth ranked words [ i t  (and) know] are respectively ranked 
eleventh and th ir ty - fo u rth  in Chapin's la te r lyrics. Chapin's eighth and 
ninth rrnked words [in  (and) my] are ranked tw e lfth  and nineteenth by 
Dahl. This observable consistency highlights the dram atic shift in it ia lly  
disclosed by a comparison between Chapin's early and la te r lyrics.
Table one presents a comparison between clusters which I re fer
to as clus; ers o f "se lf" and "other". The cluster of "se lf" is composed
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TABLE ONE
EARLY
LYRICS
ANTIC.
FREQUENCY
LATER
LYRICS
RATIO
SELF :
I 363.00 711.48 574.00 0.81
I'D 18.00 35.28 19.00 0.54
I LL 4.00 7 .84 16.00 2.04
I'M 51 .00 99.96 94.00 0.94
I ' V E 38 .00 74.48 54.00 0.73
ME 143.00 280.28 226.00 0.81
MY 151.00 295.96 243.00 0.82
MYSELF 16.00 31 .36 11 .00 0.35
OTHER:
YOU 235.00 460.60 656.00 1 .42
YOU 'D 3 .00 5.88 10.00 1 .70
Y O U 'LL 3.00 5.88 23.00 3.91
YOU'RE 13 .00 25 .48 7 0.00 2.75
Y O U 'VE 7 .00 13.72 30.00 2. 19
YOUR 48.00 94.08 170.00 1 .81
YOUR'S 0 0 4.00 4.00
YOURSELF 0 0 16 .00 16.00
The anticipated frequency was de termined by
multiplying the raw frequency count of the early 
lyrics by a factor of 1.96 to offset the difference 
between the two sample populations.
The ratio was computed by dividing raw frequency 
count of the later lyrics by the anticipated 
frequencies. A ratio of 1.00 indicates a raw count 
equal to the anticipated frequency.
20
of several se lf-re fe ren tia l personal pronouns. The cluster of "other" is 
composed of a grouping of other-oriented personal pronouns. " I 'l l"  is 
the only se lf-re fe ren tia l personal pronoun to exceed its  anticipated 
frequency in the la te r lyrics. " I 'l l"  is a contraction for "I w ill" , 
therefore representing its  user's willingness to accept a personal 
com m itm ent to  fu l f i l l  a responsibility.
The cluster o f other-oriented personal pronouns reveals the ir 
unanimous surpassing of anticipated frequencies. Chapin's use of 
"you're" places the emphasis on the message's recipient; and because i t  
is a "present ind ica tive ," i t  addresses the listener d irectly. The 
uniform  degree of the sh ift in orienta tion is brought into a clearly 
identifiab le  focus when the four most frequently appearing words are 
read in rank order: "The you and I" orientation. Chapin's use of 
other-oriented words directs and individualizes the message to any and 
every recipient of the message.
Table two depicts a continuation o f the orientation f irs t 
encountered in my examination of the se lf-re fe ren tia l and 
other-oriented words illustra ted in table one. My scrutiny of the 
frequency lists disclosed an increasing reliance on a cluster of personal 
pronouns which stress the connective and co llective  bond between the 
perceived being or persona contained in the message and the recipient 
of the message. This cluster stresses the bond o f we. Chapin's 
selection of these words provided encouragement to any recipient of
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TABLE TWO
EARLY
LYRICS
ANTIC.
FREQUENCY
LATER
LYRICS
RATIO
OUR 13.00 25.48 56.00 2.20
US 6 .00 11 .76 40.00 3.40
WE 47 .00 92. 12 152.00 1 .65
WE 'D 5 .00 9.80 16.00 1. 63
WE ' RE 1 .00 1 .96 15.00 7 .65
WE ' LL 0 0 14.00 14.00
WE ' VE 0 0 9.00 9.00
TABLE THREE
EARLY ANTIC." LATER r a t i o "
LYRICS FREQUENCY LYRICS
WHO 14.00 27 .44 24.00 0.87
WHAT 39.00 76.44 129.00 1.69
WHEN 37 .00 72.52 177.00 2 .44
WHERE 16 .00 31.36 57 .00 1.82
WHY 10.00 19.60 42 .00 2 .14
* See Table One for computational formula. 
See Table One for computational formula.
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the message. He extended a semantic hand of brotherhood which 
stressed the recip ient of the message need not feel alone or isolated 
because both parties suffered the joys and sorrows, triumphs and 
failures, and, perhaps u ltim ate ly , praise and blame fo r any actions 
they might m utually engage in or be responsible fo r, including the 
health of the society they shared in common.
A th ird  dimension of this comparative analysis o f the stable 
distribution in Chapin's lyrics is represented by the data reported in 
table three. This table portrays a "journa lis tic" orientation, stressing 
the age old questions of who, what, when, where, and why. Upon 
hearing one of these words, the listener is alerted to a potentia lly 
forthcoming question. By using these words one creates an 
environment o f questioning, instead of encouraging the listener to 
anticipate tha t the message contained an answer. Likewise, the lower 
than anticipated use of "who" may only serve to confirm  that the 
implied question was unneeded because the in tensified use of other and 
co llective ly oriented personal pronouns preemptively implies the 
answer.
Through close examination of the individual word frequencies 
present in both Chapin's early and la ter ly rics, a potentia lly  s ignificant 
sh ift in Chapin's ly rica l orientation has been detected. The la te r 
lyrics re fle c t an orientation intensifying the importance o f the 
individual encountering the message; and they do this while stressing
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the bond they jo in tly  shared as members belonging to a common 
generation exhibiting a s im ilar base of values, potentia l guilts, and 
sense of personal and communal responsibility. According to  his 
brother Tom, "music enabled Harry to help this world and h im s e lf."^
Chapin was acutely aware that he was w riting  for both himself and his
15 16listener. He asked for "a one-to-one a tten tion  span" w ith  t l e
in ten t of sharing "in te llec tua l th o u g h ts ,"^  while seeking to sensitize
his listeners to the potentia l burdens of life . Chapin saw the potentia l
fo r sensitization dependent upon one's being able to w rite  about
"something that w ill apply to  a lo t of d iffe ren t people, [and] give
them, not an answer, but a question tha t m ight be interesting for
18them to  ask themselves." The relationship was characteiized by 
Chapin's strength of commitment, his listener's f le x ib ility  of 
im agination, and his listener's mutual willingness to trust and believe.
Analysis of Unbiased Representation
Having accomplished the comparison o f word selection w ith in 
the context of Harry Chapin's ly rica l dala base, a more complete 
analysis allows us to view such a data base in re lation to what 
frequencies of choice m ight normally be expected. Viewing Chapin's 
frequencies of word choice from this perspective discloses the 
distinctiveness of his choices and the im plications of those choices.
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In the tables which fo llow , the reader w ill observe a comparison 
between Chapin's word frequencies and two other populations. In it ia l 
attention is d irected toward a comparison between his word
frequencies in his la te r ly rics  and those of Howes' college students. 
Subsequently, the same words w ill be examined in a comparison
between Chapin's la te r ly rics w ith the Dahl word sample. Through 
these comparisons w ith  the frequency norms of the spoken word, we 
gain a deeper awareness and understanding of the s ignificant shifts in 
frequency discovered during the analysis of stable d istribution. In 
addition, we determine the words Chapin's listeners hear most
frequently.
Table four reports data confirm ing Chapin's preference fo r 
other-oriented words. One apparent glaring exception is the high ra tio  
registered by his use of the word "me." The apparent deviancy m ight 
be attributed to  Chapin's desire to employ the more in form al 
self-reference form  of "me" instead of the more form al, and
unapproachable, se lf-a ffirm a tion  of "I." I believe that a more accurate 
explanation can be provided by claim ing it  to be the deviancy of the 
student population chosen fo r comparison, rather than a marked 
deviancy a ttributab le  to Chapin. I feel justified  in making this claim  
by noting that the Dahl sample [tab le seven] reveals a much lower 
ra tio  [1.27] compared w ith the student-Chapin ratio  of 4.05.
My investigation confirm ed Chapin's uniform ly dominant
TABLE FOUR
COLLEGE
STUDENTS
ANTIC.“ 
FREQUENCY
LATER
LYRICS
r a t i o "
SELF :
I 4373.00 967.26 574.00 0.59
I'D 204.00 45.12 19.00 0.42
I'LL 87 .00 19.24 16.00 0.83
I'M 364.00 80.51 94.00 1 .17
I ' VE 215.00 47 .56 54.00 1 . 14
ME 252.00 55.74 226.00 4.05
MY 526.00 116.35 243.00 2.09
MYSELF 95.00 21.01 11 .00 0.52
O T H E R :
YOU 1550.00 342.84 656.00 1.91
YOU ' D 25.00 5.53 10.00 1 .81
YOU'LL 12.00 2.65 23.00 8.67
YOU'RE 137.00 30.30 70.00 2.31
Y O U 'VE 19 .00 4.20 30.00 7 .14
YOUR 136.00 30.03 170.00 5.65
YOUR'S 3.00 0.66 4.00 6.03
YOURSELF 13.00 2 .88 16.00 5.56
The anticipated frequency was determined by 
multiplying the student's raw frequency count 
by a factor of 22.119 to offset the difference 
between the sices of the two sample populations
The ratio was computed by dividing raw frequenc 
count of the later lyrics by the anticipated 
frequencies. A ratio of 1.00 indicates a raw 
count equal to the anticipated frequency.
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preference fo r employing other-oriented personal pronouns; the ir 
dominance exceeded tha t f irs t  uncovered when I performed my analysis 
of stable d istribu tion. Acknowledging the potentia l fo r s ta tis tica l
aberrations when dealing w ith  a small population or frequency o f 
occurrence, Chapin's use of "you" and "your" remain remarkable; while 
each remaining word belonging to this cluster is noteworthy. The raw 
frequency count indicates tha t Chapin's la te r lyrics employed the word 
"your" th ir ty - fo u r times more frequently than the entire population of 
students accomplished in 100,000 utterances. Thus the frequency ra tio  
of 5.65 becomes especially remarkable.
Tables five and six provide fu rthe r ve rifica tion  of Chapin's
greater than expected use of words which fa c ilita te  a feeling of unity 
and shared interests. They also indicate results accrediting my 
observation that Chapin encouraged a trad ition  of questioning among 
the recipients of his message.
The findings reported in tables seven, eight, and nine stem from
my comparison between Chapin's la ter lyrics and the Dahl corpus. I
discovered findings which are in general keeping w ith all data reported 
thus far. The only noteworthy exception arose in my analysis of the 
words I have described as "jou rna lis tic" in the ir orientation. 
Specifically, the previously noted lower than anticipated reliance on 
the word "who" was joined by a lower than anticipated frequency of 
"what" and "why." I believe that this deviance is s im ilar to that
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TABLE FIVE
COLLEGE
STUDENTS
ANTIC.
FREQUENCY
LATER
LYRICS
RATIO
OUR 87 .00 19.24 56.00 2.91
US 88.00 19 .46 40.00 2.06
WE 587.00 129.84 152.00 1 .17
WE'D 19 .00 4.20 16.00 3.81
WE ' RE 74.00 16.37 15 .00 0.92
WE ' LL 29.00 6.41 14.00 2. 18
WE'VE 29.00 6.41 9 .00 1 .40
TABLE SIX
COLLEGE
STUDENTS
ANTIC.
FREQUENCY
LATER
LYRICS
RATIO
WHO 138.00 30. 52 24.00 0.79
WHAT 428.00 94.67 129.00 1 .36
WHEN 275.00 60.83 177.00 2.91
WHERE 157 .00 34.73 57 .00 1 .64
WHY 96 .00 21.23 42 .00 1 .98
See Table Four for computational formula. 
See Table Four for computational formula.
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TABLE SEVEN
DAHL
CORPUS
ANTIC.'’
FREQUENCY
LATER
LYRICS
RATIO'’
SELF:
I 61586.00 1362.22 574.00 0.42
I'D 965 .00 21.34 19.00 0.89
I'LL 993.00 21.96 16.00 0.73
I'M 6797.00 150.34 94.00 0.63
I ' VE 1792.00 39.64 54. 00 1.36
ME 8033.00 177.68 226.00 1 .27
MY 7786.00 172.22 243.00 1 .41
MYSELF 1583.00 35.01 11 .00 0.31
OTHER:
YOU 25119.00 555.61 656.00 1.18
Y O U ’D 159.00 3.52 10.00 2.84
YOU'LL 149.00 3 .30 23.00 6.98
YOU'RE 1816.00 40.17 70.00 1.74
Y O U 'VE 276.00 6.10 30.00 4.91
YOUR 2457.00 54.35 170.00 3.13
YOUR'S 42 .00 0.93 4.00 4.31
YOURSELF 479.00 10.60 16.00 1 .51
The anticipated frequency was determined by 
multiplying the adjusted frequency per million 
count of the Dahl word count by a factor of 2.2119 
to offset the size difference between the two 
sample populations.
The ratio was computed by dividing raw frequency 
count of the later lyrics by the anticipated 
frequencies. A ratio of 1.00 indicates a raw 
count equal to the anticipated frequency.
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TABLE EIGHT
DAHL
CORPUS
ANTIC.
FREQUENCY
LATER
LYRICS
RATIO
OUR 420.00 9.29 56.00 6 .03
US 377.00 8.34 40.00 4.80
WE 3169.00 70.10 152.00 2 .17
WE 'D 82 .00 1.81 16.00 8.82
WE ' RE 313.00 6.92 15.00 2 .17
WE ' LL 187 .00 4.14 14.00 3.38
WE ' VE 240.00 5.31 9 .00 1 .70
TABLE NINE
DAHL ANTIC.* LATER r a t i o "'
CORPUS FREQUENCY LYRICS
WHO 1333.00 29.48 24.00 0.81
WHAT 7689.00 170.07 129.00 0.76
WHEN 4106.00 90.82 177.00 1 .95
WHERE 1035.00 22.89 57 .00 2.49
WHY 2138.00 47 .29 42.00 0.89
See Table Seven for computational formula. 
** See Table Seven for computational formula.
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previously observed in discussion of the word "me" reported in table 
four. When used in the context of "psychoanalytic interviews," certa in 
words, such as "w hat" and "why," have a naturally higher frequency 
than we m ight leg itim ate ly  expect. Therefore, I believe that the Dahl 
corpus offers an im p lic it bias made exp lic it by the computer-assisted 
content analysis.
I w ill conclude this portion of analysis by b rie fly  commenting
upon three additional strategic clusters: Man the Seeker; Man the
18Judge; and, fina lly , Man the O ptim ist. These findings are made 
available in tables ten and eleven. Table ten presents a comparison 
between Chapin and the Howes word samples. Table eleven presents a 
paralle l comparison between Chapin and the Dahl populations.
Man the Seeker is a cluster formed by my grouping of the
words: find, found, learn, learned, and lesson(s). This cluster yielded 
an interesting surprise. I assumed that the college students m ight 
exhib it a biased preference fo r these words. My assumption received 
added support when I compared the Howes student corpus w ith the
Dahl data and discovered the students demonstrated a substantially 
higher than anticipated frequency fo r all but the "lesson(s)" item . 
Despite its po tentia lly  in fla ted frequency standards, Chapin surpassed
the student's anticipated frequency level at each point. Chapin's raw 
frequency count actually exceeded the to ta l student's raw frequency 
count fo r the item s "found" and "Jesson(s)." This cluster serves as an
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TABLE TEN
COLLEGE AN T I C .* LATER RATIO*
STUDENTS FREQUUNCY LYRICS
Man the Seeker:
FIND 72 .00 15.93 30.00 1 .88
FOUND 2 9 .00 6.41 32.00 4. 99
LEARN 24 .00 5.31 11 .00 2.07
LEARNED 17 .00 3.76 11 .00 2 .93
LESSON(S ) 1 .00 0.22 8.00 36. 17
Man the Judge :
KNOW 995.00 220.08 105.00 0.48
RIGHT 202.00 44.68 11 .00 0.25
WRONG 28 .00 6.19 6.00 0.97
Man the Optimist:
DREAM 4.00 0.88 43.00 48.60
DREAMS 0 0 28.00 28.00
DREAMED 0 0 7 .00 7 .00
FUTURE 5.00 1.11 7 .00 6.33
HOPE 18 .00 3.98 9.00 2 . 26
HOPES 0 0 4.00 4.00
* See Table Four for computational formula.
See Table Four for computational formula.
*** i chose not to collapse the categories of dream
and dreams or hope and hopes, because the collapse
would distort the data. For example, if I collapsed 
the ratio for the word dream would become 80.68.
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TABLE ELEVEN
DAHL ANTIC.* LATER r a t i o "
CORPUS FREQUENCY LYRICS
Man the Seeker:
FIND 489.00 10.82 30.00 2.77
FOUND 184.00 4.07 32.00 7.86
LEARN 69.00 1 .53 11.00 7 .21
LEARNED 50. 00 1.11 11 .00 9.95
LESSON(S ) 28.00 0.62 8.00 12 .92
Man the Judge :
KNOW
RIGHT
WRONG
14435.00
1943.00
506.00
319.29 
42 .98 
11.19
105.00 
11.00 
6.00
0.33
0.26
0.54
Man the Optimis t :
DREAM
DREAMS
DREAMED
FUTURE
HOPE
HOPES
956.00
160.00 
21 .00 
32 .00
124.00
5.00
21 . 15 
3.54 
0.46 
0.71 
2.74 
0.11
43.00
28.00 
7 .00 
7 .00
9.00
4.00
2.03
7.91
15.07
9.89
3.28
36.17
See Table Seven for computational formula.
See Table Seven for computational formula.
See Table Ten for rationale for not collapsing 
categories. While the distortion would not have 
been as great in this table if I had collapsed 
the categories, it would have made it difficult to 
compare the three different word samples.
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antithesis to  the one cluster which appears to contradict existing 
assumptions concerning the nature of Chapin's ly rica l message. I refer 
to this an tithe tica l cluster as Man the Prophet.
Man the Judge is a cluster formed by my grouping of the
words: "know," "r ig h t," and "wrong." C ritics  frequently attacked
19Chapin's ly rics for being "preachy and d idactic," however, when I 
broke the lyrics down to the ir individual word units, I found l i t t le  to 
support such a c ritic ism .
Tables ten and eleven indicate Chapin's much lower than 
expected use of the word "know" and his even lower frequency ra tio  
for the word "r ig h t." A pedantic m oralist m ight reasonably be expected 
to remind us frequently that he "knows" the "righ t" answer. Chapin 
did not use his ly rics to make overtly exp lic it claims of morally 
"r igh t" action.
I am not claim ing that his listener did not perceive a clear 
sense o f "r igh t" action. I am claim ing that Chapin did not use the 
word "r ig h t" to signpost the apparent lessons in moral and humane 
behavior. I believe that these observed frequencies indicate that the 
listener's own sense o f values and conscience may be the more active 
variable in any form ula of m ora lity. When the listener's thoughts or 
actions come into co n flic t w ith what he believes to be morally right 
he may encounter a state of cognitive dissonance, or lack of mental
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harmony and balance, which crt :tes an impetus for his action in an 
e ffo rt to regain a sense of balance. The recipient of the message 
may determine a bond of iden tifica tion  exists which is strong enough 
to encourage the emulation o f actions taken by characters portrayed 
w ith in  the scene created by the message unit. The recipient may 
elect to resolve the state o f dissonance by ignoring the message, 
thereby negating the possibility of the message reawakening the 
listener's in tu itive  sense of righ t. A th ird  a lternative can be witnessed 
in some listener's angry attacks, refutations, and denials o f the 
message and/or the perceived source of the message. This response 
may indicate the onset of a grieving process for our potentia l loss of 
"false" and " in tu itiv e ly "  untrue beliefs when they become forced in to 
close reexamination. Likewise, we may be reminded that our 
justifica tions for actions lack the accredita tion of the society and the 
superior knowledge a t the disposal of tha t society.
Man the O ptim ist is a cluster formed by my grouping o f the 
words: "dream," "dreams," "dreamed," "fu tu re ," "hope," and "hopes." I 
find this to  be a core metaphor in Chapir's message. It is a 
metaphor which fosters the potentia l vision of a "be tte r" day, or at 
least, a world removed from tha t existing today—a world of the "what 
if? " I believe i t  is especially interesting to note the absence of a 
single mention of the words "dreams," "dreamed," and "hopes" by the 
college students. This is most like ly a deviancy which reflects the 
h istorica l period which served as the context for the Howes study.
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The word sample was compiled in the m id-sixties, thus placing it  in 
the wake of the demise o f "Cam elot" and the assassination of 
President John F. Kennedy, our society's most visible dreamer. The 
subjects providing the data also were experiencing the frustrations of a 
nation embroiled in con flic t over c iv il rights and burgeoning concern 
over the nation's m ilita ry  involvement in Southeast Asia. Such a 
h istorica l context provides a sterile ground for the growing of 
dreams. It is a ground which a dreamer may hope to t i l l  and reclaim  
by choosing words which restim ulate people's awareness of the ir innate 
capacity to partic ipa te  in the world of dreams and to ask "what if? "
Summary
I have used this chapter to demonstrate Chapin's use of words 
and to examine his word choices from the standards o f "stable 
d istribu tion" and "unbiased representation". By focusing on the word 
unit, I am able to concentrate my c ritic ism  on the message. I believe 
this represents a highly tenable position which serves to am plify one's 
c r it ic a l perspective. My use of a computer-assisted content analysis 
neither negates nor fu lf il ls  my c r it ic a l obligation to determine the 
social function of Chapin's rhetoric. By using content analysis of the 
smallest discrim inant un it—the word~I am better prepared as a c r it ic : 
to detect potentia l uniqueness in Chapin's rhetorical approach to both 
the message and his listener; to discover them atic emphases of
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Chapin's messages; and u ltim ate ly  to determine wh at social functions 
are performed by Chapin's use of themes and symbols.
Chapter 3 
Rhetorical Distinctiveness
The rhetorica l distinctiveness of Chapin's lyrics stem from  a
well established musical trad ition  which experienced a renewed growth
and v ita lity  in the blowing soil of America's 1930's "dust bowl." Given
this realization, the claim  I make in th is chapter may appear
paradoxical: If Chapin's rhetorica l messages sounded as i f  "they had
always been,"'*' what jus tifica tion  existed fo r Billboard magazine naming
Chapin as the recip ient of its 1972 "Trendsetter Award"? In its
c ita tion , Eiillboard noted Chapin had devised "a story-te lling  style of
2scngwriting with a narrative impact rare to popular music." Chapin 
wrote movies for the ear. He created readily identifiab le scenes 
occupied by readily identifiab le  characters; and through his uniquely 
cinematic style he triggered, w ith in the minds o f his listeners, a 
communicative process which appealed to both the ir a ffective  and 
cognitive worlds.
In this chapter I w ill discuss Chapin as a representative member 
of the fo lk -ac tiv is t trad ition  popularized by Woody Guthrie in the 
1930's and 1940's and perpetuated and am plified by Pete Seeger, Bob
- 37 -
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Dylan, and Phil Ochs in the decades which followed. I w ill provide an 
example of the unique cinematic style Chapin strove fo r in his e ffo rts  
to reach the minds of his listeners. We w ill see what communicative 
advantages Chapin gained from  this d is tinctive  form  and how those 
advantages were foreshadowed by the analysis I performed in the 
previous chapter. This chapter concludes w ith  a brie f discussion of 
the r it  ia iistic nature of the Chapin-message-audience in teraction.
The Ultimate Social Weapon
Chapin discovered fo lk  music, "the u ltim ate social weapon,""5 
during the summer of 1957. The treasure was mined from  his aunt 
"Happy" Burke Leacock's converted barn; the "booty"—an album called 
The Weavers at Carnegie H a ll. From that day forward Pete Seeger, o f 
the Weavers, became a personal hero for Chapin.4 But to better 
understand Chapin's musical trad ition  one must begin w ith Woody 
Guthrie, another man Chapin respected as a communicator w ith a 
worthwhile message, even though he did not respect the man as a 
person.
Before Guthrie's death in 1967, the "fa ther of the folk music
5
revival," wrote of his hatred for songs "which make you think you're 
just born to lose [and] no good to nobody." Guthrie was "out to sing 
the songs that w ill prove to you that this is your world, no m atter
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what color, what size you are, or how you are b u ilt."  The songs
which he sang were "made up, for the most part, by all sorts of folks
just about like you." Guthrie admitted that he could have "h ire [d ] out
to the other side, the big money side," and gotten paid for singing the 
kind of songs "tha t knocks you down s till fu rther; and the ones that 
make you th ink you've not got any sense at a ll." But he stressed the
m ettle  of his conviction, deciding long ago that he w-ould "starve to
death" before he "would sing any such songs as that. The radio
waves, and your movies, and your jukeboxes are already loaded down 
and running over w ith  such no good songs as that anyhow."^ The 
common people needed a source o f pride and belie f that they were
worthwhile members of the ir society, and that w'as the type of song 
Guthrie chose to sing.
Harold Leventhal, longtime Guthrie friend, points to  the transfer 
of knowledge and Guthrie's belief in the folk forum to future
generations claim ing: "Woody's life  was music. Woody's life  [was his] 
lyrics. Woody's life  was involved w ith social protest and the beginning 
of the sixties [brought] the movement of fo lk music and social protest 
[which were] a continuation of exactly what Woody meant all his 
l i fe ."7 Woody's son, folksinger Arlo Guthrie, cites Bob Dylan and others 
who saw Woody as a "philosopher" and "human who inspired them in 
some way or another." In one of his songs Dylan addressed Guthrie 
w ith a verse containing a line that Chapin loved to paraphrase in his 
concerts and speeches,
Bout a funny old world that's cornin' along
Seems sick and it's  hungry and it's tired  and it's  torn
Seems like it's a dyin' and it's hardly been born.
To Chapin the words captured man's present condition; i t  was a 
condition which a responsible member of society should w illing ly  
confront.
Chapin more closely resembled a second generation fo lk -ac tiv is t 
cast in the mold and philosophy of Pete Seeger than Woody Guthrie. 
Chapin believed tha t Guthrie "was a genius w rite r," but, in Chapin's 
words, "Guthrie couldn't hold Seeger's socks as a human being." As for 
Dylan, Chapin fe lt  a debt to Dylan for his role in the resurgence of 
the fo lk genre, but he "always fe lt Phil Ochs was truest to the sp irit
Q
of fo lk  music, apart from  Seeger." And while Dylan wrote songs to 
Guthrie, Chapin wrote songs to Seeger, Ochs, and the "black and 
bluesman" Bob Gibson.
Seeger influenced both Chapin the ly r ic is t and Chapin the man.
Chapin, the ly r ic is t, identified Bob Gibson, and "especially Pete
9
Seeger," as the two songwriters that he was "try ing to be like." Both 
Chapin and Seeger viewed the audience as a group of people capable 
of taking positive action, a perspective which Seeger explains stems 
from  a fa ith  tha t " i f  only people get a chance to hear a lo t of 
d iffe ren t kinds of things, they 'll decide what are the good o n e s ."^  
How w ill they reach this decision—they w ill just know. It's an
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in tu itive  process o f knowing that we u tilize  during every waking hour. 
They "know" something is good because they "believe" i t  to be good, 
or beer use i t  represents something they know to be true, or because i t  
esteems values they too cherish.
Chapin, the man, proudly shared Seeger's counselings w ith 
concert audiences, not in an arrogant and boastful way, but rather as 
a student sharing the wisdoms of a favored teacher, or a proud son or 
daughter passing on the sage advice of a parent or grandparent. 
Chapin explained: "Pete Seeger once said to me, 'Harry, I'm not sure 
i f  my involvement in a cause w ith marches or benefits has made any 
difference. But I can te ll you, being in these issues mean you're 
involved w ith the good exciting people--the ones w ith the live 
hearts.'" By vowing Seeger was "the kind of person" he wanted to 
be/'*' Chapin had chosen his personal hero. With that decision, 
Chapin's voice united w ith Seeger's and became the voice behind a 
message which m ight in fect thousands of people and send them fo rth  
"like fire flie s  in the night," to countless places they could never hope 
to go.
Chapin was vulnerable to the fo lk -c itizen -a c tiv is t trad ition 
Seeger represented because Seeger's philosophies meshed closely w ith 
the threefold Burke-Chapin fam ily trad ition  of: lite ra ry -a rtis tic
productiv ity, po litica l involvement through the exercising o f one's 
citizenship fo r the benefit o f one's fe llow  man, and a willingness to
42
accept man's responsibility to cuestion those things which potentia lly
a ffe c t both man and nature. Vmen interviewers questioned a singer's
involvement in social issues, C~acin would refer to Pablo Picasso,
saying "When somebody asked hl~ why he got involved in politics, he
got quite annoyed and said, 'Yo_ mean when I pick up my palette, I
12give away rr.y brain.'" Chspr's ly rics  re flect similar sentiments, 
sentimerus which Folanyi explained are natural in a free society
because, "a man who has learned to respect the tru th  w ill feel
entitled to conoid the tru th  acawst the very society which has taught 
him tc  respect: it."~ " Not only wttdd the person be "en titled  to uphold 
the tru th " he would have a persmai and social responsibility to  uphold 
and defend the tru th.
C h a p i n  expressed his a c -irs tio n  fo r Seeger in his song "Old 
Folkie". In the song Chapin credos Seeger with "putting the meaning 
in the music book." The sonc tells us that Seeger sings "the songs
tha t te ll us who we are" anc that we can trust Chapin's personal
"m aster," because:
Wnen you look in his eyes yc_ -mow that somebody's 
there.
Yean, he knows where we're icing and where we been.
And how tne fog is ge ttin ' thicker where the future 
should cscin.
When you look at his life  yc. -mow tha t he'd really been 
there.
Chapin directs the listener's a ttention to Seeger's eyes—-which
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we have been taught are the window to the soul—to emphasize the 
sincerity o f the man. He also stresses the prophetic vision that 
Seeger offers: a vision which can penetrate the "fog" of the future 
w ith  the wisdoms of the ages and an active awareness of the present. 
In the last line of the verse Chapin uses a phrase which closely 
parallels one used by Dylan in the song he wrote for Woody Guthrie:
Hey Woody Guthrie
But I know that you know
A ll the things tha t I'm sayin1
And many times more
I 'l l sing you this song
But I can't sing enough
'C sl se they're not many men
that done the things tha t you've done
Through the ir lyrics, both Bob Dylan and Harry Chapin paid tribu te  to 
the ir personal mentors.
In the refra in , Chapin defines what he must expect of himself i f  
he hoped to  emulate the role model provided by Seeger. Chapin must 
be w illing  to accept critic ism s that "he's always bleedin'," because 
"whenever somebody's needing him, he's the one who cares," and so he 
w ill be there. In a recurring metaphor, Chapin likens the problems 
confronting mankind to a fire , and "whenever something's burning" you 
can depend upon Seeger or his protege to be there to figh t the " fire ". 
Each man was fearless in his defense of tru th  and good as he 
confronted misdirected or apathetic human masses seeking to redirect 
them "to  a better world somewhere." Seeger and Chapin sought to
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tu rn  the " t ic s "  by triggering the listeners' basic human sense of the 
humane and in tu itive  awareness of what was right.
Chapin was w illing to  sing "fo r the hopeless cause," fo r as
Polanyi observed: "Our duty lies in the service of ideals which we
14cannot possicly achieve." It is in our service to these ideals that we 
express cur be lie f in the possibility o f man's progression to a higher 
plane, a plane whose existence we acknowledge in our axioms [such 
as: "What the mind can conceive, the mind can achieve."], in our 
works of a rt, our dreams of "what if , "  our noble acts, and our belief 
in the po tentia l to make sc ien tific  discoveries. In fact, "a ll cu ltura l 
li fe  is based on the assumption that the standards set by our masters 
were right and hence the kind of tru th  or other mental excellence 
tha t they achieved is valid and capable of indefin ite  expansion. 
Chapin entered his apprenticeship under Seeger w ith the firm  
conviction th a t Seeger was a man of righ t principles who offered the 
way to a fu lle r  and more complete life .
The "C id  Foikie" was s till singing the night I met w ith him to 
discuss Chapin. Seeger is an extremely shy man; the antithesis of the 
outgoing and depressingly effervescent Chapin. Seeger appeared 
genuinely embarrassed that people "fussed" over him for doing what
any human s.nould do. That night he had appeared w ith Tom Chapin
in a one hundred year anniversary celebration for the Brooklyn Bridge.
The perf. rrrance was brought to a close w ith the performance of
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three of Harry's songs. Seeger saw in Harry the fu lly  developed 
trad itions of a folksinger who had managed to convey a "coffee house 
in tim acy" to crowds o f thousands. Equally im portant, Chapin had been 
a good person who did the righ t thing because it  was the right thing. 
And while Harry may have had some personal flaws, he was a powerful 
voice for the powerless and a dynamic voice fo r the voiceless. That 
is what a folksinger is all a b o u t.^  The trad ition  had come fu ll c irc le  
and in the words of W illiam Wordsworth: "The Child is father of the 
Man."17 Chapin learned his lessons well.
A Teller of Tales
Harry Chapin's storyte lling  style made him d iffe ren t as a 
18songwriter. His ly rica l style allowed him to  in tegrate his 
fo lk -c itizen -activ ism  and his documentary film  training. This 
combination was in the finest traditions of Guthrie and Seeger, fo r as 
Seeger explains, "one of the most im portant things Woody taught" 
Seeger and "a lo t o f others" is that "you could make a combination 
between the best of the old and the new. It didn't have to be one or
19
the other; you could mix them together." Chapin combined the
well-seasoned medium of fo lk music w ith his award winning skill as a
20documentary film m aker.
The s toryte lling  form at allowed Chapin to employ a form which
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posse sed "a ll the weight of the interest o f humanity as opposed to
any particu lar fo rm at that may be hot for any particu lar short amount 
21of tim e." Consequently, Chapin was surprised to discover that he 
was "the only a rtis t using the narrative form  on a consistent basis.
His experience led him to  conclude tha t there was a need fo r
23"meaningful music."
Chapin strove "to  capture the American condition as well as
24Jacques Brel had captured the French" condition. Chapin was
positive that America needed "an American singer" who could capture
American life . He believed tha t an American singer would "deal w ith
25life "  and "sing about people's hopes and fears." Grounded in his
26belie f that his ly rics  were "more im portant" than his m u s ic / he 
fashioned his lyrics to  capture the American Spirit and rekindle the 
American Dream. Once Chapin captured the American sp irit he tried  
to rev ita lize  the American Dream through the articu la te  framework of 
one's society by using the readily recognizable scenes, magical words, 
and m ythic symbols.
Cinema Verite
Chapin's work w ith his uncle Ricky Leacock profoundly altered
Harry's approach to  songwriting, leading him to "a completely d iffe ren t 
27style" than he had previously employed. Leacock, now director of
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the f ilm  program at the Massachusetts Institu te  of Technology, was 
instrumental in the development of a new form  of film  documentary
in this country—cinema verite. This new documentary style presents 
scenes as they are, through an "honest" lens; a cinema of tru th .
While proponents of this style argue fo r its absolute ob jectiv ity , c ritics
c ite  the judgmental role of the editor, thus denying absolute 
ob jectiv ity .
Chapin saw potentia l advantages of this cinema verite style for 
his narrative style o f songwriting, causing him to choose to connfcine 
the art forms. He identified  his experience with documentary film s as 
"the single most im portant influence" on his songwriting. He began to 
"w rite  aural movies," and "each album" premiered several
OQ
"m in i-film s." Chapin no longer wrote just music for the ear; he
began to w rite  music that required the listener to enter in to a
2qthinking relationship w ith the work, a "music fo r the mind."
This newly adopted style stressed the use of lyrics to create 
scenes which would le t the audience "discover for them se lves."^  
Chapin believed that "everybody's world starts in the ir own head; they 
are the ringmasters of the ir own w o r l d . C o n s e q u e n t l y ,  it is the 
songwriter's responsibility to trigger "something that happens in the 
listener," because tha t is "the whole idea of the communication a r t."_' z 
Chapin's ly rica l style encouraged just such an integration by painting a 
visual scene which invited the listener's w illing participation.
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According to  Chapin, the artist's  use of specifics is the key to
successful communication: "The art of communication, in general, is
based upon specifics. The most successful communications are not
what you say to somebody, 'God, i t  was incredible' or 'God, i t  was
unique' or 'God, i t  was something.' What really communicates things
are things tha t ca ll fo rth  images in people's m ind."^''1 Chapin
emphasized the need fo r specific images when he instructed "would-be"
songwriters to "ta lk  about specifics tha t allow the other person to
tune in on the images you're ta lking about and then [fo rm ]
generalizations in his own way." To Chapin "words that don't call
fo rth  specifics, even though they mean something, they mean nothing,"
because they fa il to trigger the images required fo r e ffe c tive
com m unica tion .^ Chapin advised songwriters to recreate the situation
that gave rise to the a ttitude , and, hopefully, the listener w ill sense
35the atmosphere and "fee l" fo r himself.
Chapin believed that the story-song form at had an inherent
advantage because i t  respected the audience and treated it
in te lligen tly ; because i f  the songwriter had as strong a respect fo r his
audience—as did Chapin—the w rite r would recognize that "you don't 
have to emphasize everything so s t r o n g l y . C o n s e q u e n t l y ,  the
songwriter m inim ized the potentia l abortion of the listeners' 
imaginative powers and allowed them to rely upon the ir own
storehouse of personal experiences to  provide the emotional and
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in terpre tive  shadings.
The shortest song Chapin ever recorded is tit le d  "The Shortest 
Story". The entire song portrays a period spanning twenty days in 
three verses; the scenes flooding before the mind's eye take on the 
vividness and potency of the history o f mankind. It testifies to the 
potentia l influence which the cinem atic style o f ly r ic  adopted and 
developed by Chapin could have on both the cognitive and a ffective  
levels of the human mind.
I am born today
The sun burns its promise in my eyes 
Mama strikes me and 1 draw a breath and cry 
I am glad to be alive
Chapin invites the listener to see a scene that is described from 
the view of a child born in to a world of hope. He never specifies 
where this child m ight live; and while the listener may imagine a 
Third World baby resembling those seen in television commercials for 
CARE, Chapin knew that i t  m ight just as well be a baby born in a 
Chicago ghetto or a farmworkers shack. The race o f the child is 
unimportant. The gender is unimportant. What is im portant is the 
child's thwarted promise. The baby is in to ta l harmony w ith the joys 
and promise of nature and is "glad to be alive."
It is my seventh day
I taste the hunger and I cry
My Brother and Sister cling to Mama's side
She squeezes her breast but it  has nothing to provide
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Someone weeps 
I fa ll asleep
In the second verse, Chapin heightens the listeners' in terest by 
re fe rring  to  the baby's ab ility  to "taste the hunger"; the an tithe tica l 
phrase possesses the qualities o f a fine ly honed oxymoron. The 
surviving children, one of each sex, cling to "Mama's side." Chapin 
does not need to  physically describe the children, the listener 
in tu itive ly  "knows" what they look like, the state of the ir a ttire , the ir 
bodily hygiene, and the look in the ir eyes. The listener senses 
"Mama's" silent desperation as she confronts the fu t i l i ty  of her 
position. I t  does not m atter who weeps. Perhaps i t  is the brother. 
Maybe i t  is the sister. Possibly, i t  is "Mama." In tru th , i t  should be 
the sound of mankind weeping fo r its own. Like the troubled adult, 
the baby gains refuge from the problem by the serene escapism of 
sleep.
It is twenty days today
Mama does not hold me anymore
I open my mouth but I am too weak to cry
Above me a bird slowly crawls across the sky
Why is there nothing now to do but die?
In the fina l verse the listener is shown the disengagement and 
disintegration of the most unbreakable of bonds, the um bilica l bond 
between "Mania" and child. Failure to portray the other children 
illustra tes the loss of the fra terna l bond among siblings. The baby is 
too weak to "taste  the hunger," and also too weak to cry in hope or
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pain. The ligh t and liveliness of the f irs t verse yields to a slowly
crawling bird in the sky, which, twenty days previously, had 
represented the promise of life . The passiveness of the child is 
expressed in the resigned question: "Why is there nothing now to do 
but die?"
These three simple verses touch us at the core o f our
humanity. More im portant, they remind us of a "supreme trust" which 
"is placed in us by the whole creation." This trust makes i t  a
"sacrilege" fo r us "even to contemplate actions [or inactions] which 
may lead to the extinction of humanity." In the words of Polanyi: 
"Nothing can then ju s tify  such actions in any circumstances." He 
concludes by expressing his belie f "tha t no one who thankfully 
acknowledges man's calling in this universe, be he religious or 
agnostic, can avoid this u ltim ate  preemptory conclusion.
Certain charges are possible. Perhaps the scene is 
melodramatic. That does not negate the fact that people, "our own 
kind," are living and dying that scene at this very moment. Possibly, 
the c r it ic  who asked Chapin, "Who the hell appointed you God,
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anyway?" was jus tified  in his attack; however, i t  is equally possible 
that it  was a question screamed in gu ilt, or pain, like a person that
hurts his or herself and angrily protests that everyone leave him 
alone. Humans do not like to hurt. But sometimes the pain of our 
honest emotions are necessary to tear away the scar tissues that act
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as desensitizing barriers. In Chapin's words: "You must go through the
39fire  to the better world"; and somewhere along tha t journey we 
would learn that "the devil's in all of us just as is God," therefore, 
"we a ll possess tha t philosophical range from  the sacred to the 
profane."^0 It is up to each individual to decide the nature of the 
comment he chooses to make of him or herself. T h a t’ is not Chapin 
te lling  you what your choice should be, that is the history o f 
mankind. That is the ta c it dimension w ith in  each of us which 
in tu itive ly  recognizes the proper—and humane—response.
I can re fle c t on the tendencies disclosed by the 
computer-assisted content analysis and point to the same orientation 
clusters in Chapin's approach to  songwriting. These tendencies account 
for the advantages Chapin claimed fo r the unique form  I have been 
discussing.
The fo lk -c itizen -a c tiv is t origins and orienta tion of the form  
encouraged the form ing of a r itu a lis tic  bond between Chapin and his 
audience. The typ ica l member of a Chapin concert audience was
between tw enty-five  and fo rty -five  years old and generally knew what 
he was going to hear and the form  o f communion to be shared. 
There were few surprises in a Chapin concert. A listener knew that 
Harry would be in form al, approachable, and challenge him to think and 
feel. He knew in advance that an evening spent at a Chapin concert 
would serve as a pumice stone to his values and soul, sensitizing him,
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and energizing him to  make tha t next step, because he m attered. We 
all m attered.
While Chapin used a slightly d iffe ren t style and vocabulary than 
Woody Guthrie, a person knew he would walk away from a Chapin 
concert w ith l i t t le  doubt that "th is land is your land" and "this land is 
my land" and together we have been given a sacred trust to preserve 
the world and mankind. One knew that i t  v/ould be a communion of 
shared dreams and visions, and they would not be self-centered dreams 
of Chapin the redeamer but dreams w ith  Chapin the redreamer. The 
dreams would be of hopes like he expressed in the conclusion of "What 
Made America Famous?":
I had the kind of dream tha t maybe they're s t ill try ing to teach 
in school.
Of the America that made America famous 
and of the people who just might understand 
that how together, yes we can, 
create a country better than 
the one we have made of this land.
We have the choice to  make each man
who dares to  dream, reaching out his hand, 
a prophet, or just a crazy Goddamn dreamer of a fool.
Yes a crazy fool.
And something's burning somewhere.
Does anybody care?
Is anybody there?
Is anybody there?
With these universal expressions of hope, Chapin did not seek to knock 
anyone down, instead he sought to raise our awareness that each of us 
had i t  w ith in  our power to choose the values we want our children to 
learn in school.
Chapin's use of "we" places the emphasis on the collective 
nature of our task while avoiding passing judge,ent or blame. He 
reminds each o f us, "who just m ight understand," that we have the 
potentia l to do something to put out the metaphoric fire  that was 
threatening to consume our land.
Chapin had a reasonable expectation that his listeners would 
accept the ir human responsibilities because "we are all bound to one 
another, by a band th a t is invisible; Yet stronger s till in tim e ."^1 This 
is the shared human bond which allows us to trust, feel, and heal with 
one another. I t  is a bond sealed by our unwritten personal contract 
w ith  humanity and our willingness to submit to the sanctions that such 
a contract implies, including the ta c it acceptance o f Chapin as a 
source of superior knowledge. For Chapin the contract authorized his 
actions and his solemn vow to fu lf i l l  his obligation to the fo lk 
trad ition :
So I'll sing you
Every s illy , sad, and happy song I know.
And you'll open every part of you 
That you've got le f t  to show.
And I 'll pour myself around you 
Like the sunshine drowns the field.
And in the golden softness 
We w ill yie ld.
The metaphor of the gardener finds its roots in the word of 
God and the experience of man in nature. It is a metaphor of life ,
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promise, and potentia l beauty. I t  is the core metaphor of trad itional 
folksongs sung by Pete Seeger such as "Inch by Inch", where those of 
us "made of dreams and bones" were charged to "find  [our] way in 
nature's chain, tune [our] body and [ou r] brain to the music of the 
land"; and to "season" the rows we planted "w ith  a prayer and a song" 
because "M other Earth w ill make [us] strong if  we give her loving 
care."
When Harry Chapin needed an appropriate song to close his 
concerts, he approached the problem very p ra g m a tic a lly ^  and chose 
to invoke the unspoken ancient myth of the seasons and metaphor of 
the gardener. The merger of "You Are the Only Song" w ith "C irc le " 
reinforced each other w ith the recursiveness of life  and nature to 
form  a f it t in g  benediction:
Oh, I've sung i t  a ll tonight,
Almost every story that I know.
And now when they turn out the spotlights 
I'm not sure where I'm supposed to gn.
And I'm so hoarse I can't h it the high notes.
It's just a whisper when I'm low.
But when you sing from  the inside 
You hope that something shows.
With these words Chapin announces to all that he has fu lfille d  his 
responsibility by turning himself inside out. They are words of hope 
that his audience would recognize the genuine nature of his message.
And that is why,
Yes, you are the only song,
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The only song I need
You're my laughter
And you're my lonely song,
You're the harvest and you're the seed.
And you're my f irs t and my fina l song.
You own me, indeed,
Oh yes, oh yes, yes a fte r a ll is said and done, 
You're the one song that 1 need.
I see this as the core philosophy of the fo lk  trad ition, as interpreted 
by Chapin. This represents his fu ll and precise emphasis on the 
importance o f "you" for Chapin's rhetorica l approach, rooted in 
iden tifica tion  and m utuality that Burke sees as the potentia l 
consubstantiality of man.
I've sung my songs to silence,
To empty clubs and crowded bars.
I've sung my songs to standing room, 
Even sung 'em to  the stars.
But the faces they fade together 
And the applause it's gone so fast.
And the story of every darkened stage 
Is that the glory just does not last. 
And that is why,
Yes, a fte r a ll is said and done,
You're the one song that I need.
You see,
A ll my life 's  a c irc le
Sunrise and Sundown
The moon rolls through the night tim e
'T il the daybreak comes around.
A ll my l i fe ’s a c irc le
But I can't te ll you why
The seasons spinning round again.
This song also demonstrates Chapin's tendency to place his 
emphasis on "the you and I" orientation commented upon in chapter 
two, and to use two specific rhetorical techniques: self-deprecation and
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self-disclosure. These two techniques were largely responsible fo r our
acceptance of Chapin as "one of us" and not as an unapproachable
"star" w ithout tim e fo r the common man. Chapin believed that "being
able to shoot yourself down gives you instant au thority ,"^" because it
admits to your basic humanity. Chapin also knew that Americans
loved an underdog, so " i f  you have a lo t of self-deprecation in your
song, everybody is going to  be rooting fo r you,',Zt^  and w ith that
awareness in the fo re fron t of his mind, Chapin would burst out into a
rousing, off-keyed rendition of "Six String Orchestra". The
self-disclosure provided the listeners w ith  a sense tha t they "knew"
Chapin as a person. He wrote of his loves, joys, and sorrows. He
shared w ith his listener a friendship tha t grew from  the ir human
kinship. He told them that i f  they wanted to "know him" they could
find him in his music, because he was "putting [h im se lf] here inside 
45each song." The people populating Chapin's songs were people that 
we all knew, or thought we knew: he sang of his w ife Sandy and of 
loves of past and present; and he sang of his five children by name, 
sharing the joys and sorrows of parenting, and the hopes fo r tomorrow 
tha t the children and youth of today promised. The listener became 
an extended member of his fam ily, bound by the lyrics, experiences, 
and feelings they shared.
Summary
Chapin used his cinematic skills to extend his rhetorica l 
messages to a higher level while remaining rooted to  the historic, 
m yth-invoking genre of the fo lk -c itizen -ac tiv is t trad ition . This 
distinctive form  enabled Chapin to develop the questioning environment 
I observed ano discussed in the previous chapter. The focus on 
questioning instead of knowing allowed Chapin to avoid being put in 
the awkward position of elevating himself to a position where he had 
all of the answers and was better than everybody else. The form  
Chapin chose encouraged each listener to provide the emotional 
dimension for the scenes and situations staged by Chapin. As i f  
perform ing magic w ith  m irrors, Chapin used word magic to hold up 
vivid scenes fo r our consideration. In the best of fo lk  trad itions, 
Chapin remained ever v ig ilant, w illing to saciifice  himself heroically, 
as those before him, fo r what he and they believed to be r ig h t . ^  In 
the following chapter I w ill examine individual song lyrics and Chapin's 
rhetorical strategies to explain his rhetoric of reform .
Chapter 4
The Rhetoric o f Reform
Testifying before the U. S. House Committee on Agriculture's 
hearing on the establishment of a commission on domestic and
international hunger and nutrition , Chapin stressed that "we have the 
potentia l to do something. I t  is all of our com mitm ent to the survival 
of the human race." Chapin reasoned: " I f  we cannot make 
commitments to human beings whG are dying right now, our own kind, 
then we are making the u ltim ate commitment about ourselves."'*'
In this chapter I w ill examine two areas of v ita l concern to 
Chapin: the potentia l of the common person to have an impact on
social problems through partic ipatory democracy and the importance 
of children as a source of tru th  and clear vision. By examining these 
two concerns my purpose is to provide an awareness and understanding 
of the kind of commitments Chapin made available through his
rhetoric. The best means of observing Chapin's concerns is through an 
examination o f specific song lyrics, along w ith comments made by 
Chapin in his Songwriter's Workshop Manual, interviews, and
unpublished typescripts.
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Let us begin by examining Chapin's ly rica l autobigoraphy, "There 
Only was One Choice." The words of this song demonstrate the various 
dimensions of Chapin's rhetoric  functioning in one work. Chapin 
begins the song w ith a youth "strumming" what we la te r learn to be a 
guitar and "shivering in his dungarees." We are not to ld i f  the youth 
is shivering because it  is cold out on the corner where he is playing 
or i f  the shivering is caused by the anxiety of one who has "signed up 
as a soldier out to play the music game" meeting a cynical public. 
Chapin notes that the youth is like many other young people and uses 
a specific feature, "his face a blemish garden", to encourage 
identifica tion  w ith the youth.
In the fourth verse Chapin expresses the hopes and ideals he has 
for his own personal path to glory:
He's got Guthrie running in his veins
He's the hobo kid who's le ft  his home
And the Beatles Records and the Rolling Stones
This boy is staying acoustic
There's Seeger singing in his heart
He hopes his songs w ill somehow start
To heal the cracks that sp lit apart
America gone plastic
These words indicate Chapin's personal quest to heal the troubles he 
perceived in American Society. It was a quest which led to  his 
fa m ilia r ity  w ith Dylan's words and the blues style of Bob Gibson and 
other black street musicians. And for the youth considering a career
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in music, Chapin offered this advice:
Strum your gu ita r—
Sing it  kid
Just w rite  about your feelings— 
Not the things you never did 
Inexperience—
It once had cursed me
But your youth is no handicap—
It's what makes you th irs ty
And i t  was th irs t fo r tru th  quenched by asking the questions that come 
from  seeing things w ith  virgin clear eyes. A "tru th " which could be 
found in the rustlings and whispers o f the shadows, because they 
inspire your natural feelings and senses:
And the rustling in the shadows 
Tells you secrets you can trust 
The capturing of whispers 
Is the way to w rite  a song 
It's when you get to microphones 
The music can go wrong
Chapin warned that i f  the lad were to succeed in capturing the 
whispers he must not allow himself to lose touch w ith the people and 
sights of everyday life  that contained those truths which others might 
recognize. He must always remember he is a human speaking to 
humans of human experiences, hopes and fears. I f  the youth forgot 
his common fo lk roots and the social awareness which brought him to 
the a ttention of the public all communicative power would be lost. 
With that purpose in mind Chapin writes:
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You can't see the audience 
With spotlights in your eyes 
Your feet can't feel the highway 
From where the Lear je t flies 
When you glide in silent splendor 
in your padded limousines 
Only you are crying there 
Behind the s ilver screen
Now you ba ttle  dragons-- 
But they 'll a ll turn into frogs 
When you grab the wheel of fortune— 
You get caught up in the cogs
When the bond is strained and the whispers and the rustlings are no 
longer heard, the cynics and critics  w ill quickly point to the 
inadequacies. Chapin captures this thought by noting that the boy 
who had slain the m ythic dragons had feet of clay.
In a pa rticu la rly  im portant passage Chapin ciscussec a basic 
dilemma facing man from the beginning of tim e: a fear of early death 
or of a long and empty life .
When I started th is song
I was s t il l th ir ty -th re e
The age that Mozart died
And Sweet Jesus was set free
Keats and Shelley too soon finished,
Charlie Parker would be
And I fantasized some tragedy'd
Be soon curta iling  me
Chapin provided the audience w ith a specific spot in his life tim e when 
he personally grappled with the problem. This constituted a rhetorical 
commonplace which allowed others to  find the ir own personal 
recognition o f the dilemma. The language works here to inv ite
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listeners to recall the ir own private discussions of the premature end 
of th e ir own life tim e . The verse also demonstrates Chapin's ab ility  to 
cast a wider net over the potentia l points o f connection w ith his 
audience. He accomplishes this by c iting  a spectrum from  classical 
music to jazz and from  the sacred to the rom antic.
The follow ing verse expressed the doubts that Chapin and others 
o f his generation began to feel as they entered in to their middle 
years.
Well just today I had my birthday—
I made i t  th ir ty - fo u r 
Mere m orta l, not im m orta l,
Not star-crossed anymore 
I've got this problem w ith my aging 
I no longer can ignore 
A tame and toothless tabby 
Can't produce a lion's roar
One result o f Chapin's language was to create a pattern for
self-questioning and personal growth. Chapin believed that " i f  ever
there's been a country in need of self-questioning it's  America right 
2
now." Continually reminding us that " i t  is our choice to make,"
Chapin would argue that, "we are supposed to  be knowledgeable
enough to ask not only the f irs t question, but also the second, th ird
and fiftee n th  questions about what is going on." Chapin contended
that i t  was through our insistence on consideration o f "a lternative 
actions" that te s tified  to our seriousness. ^ By posing the question, 
instead of giving a d irect answer, Chapin encouraged his listeners to
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ask themselves where t re y  were ccing. Before we can answer, Chapin 
reminds us o f the present concisions in t~e country that he sees 
slipping through our gresc in a scene reinforces by Chapin adopting a 
"carney barker" p itch  fc :  the selling of America to an ever-consuming 
public.
Step right up young la cy—
Your two hundred birt.odays ma--e you old Y not senile
And we see the symptoms
There in your rigor m ortis  smile
With your old folks easing doc rood
And your children easing paint
While the pirates own the flag
And sell us sermons on restraim
B*U *Y  Centennial
Sell 'em pre-canned laughter
American Perennial
Sing happy ever a fte r
Chapin's genuine concern "w ith  tm  attitudes Americans during the
bi—that's 'BUY'—centenn ia l," grew from his re lie f tha t "they seemed
content to stand pat ra ther t~an look sr the future." Chapin
considered such an a ts itude as resulting in the failure of many
4
Americans "to  look fo rw ard  and csnstantly ree-aluase therr goals," a 
fa ilure which would eversually leas to stagnarlrn.
Chapin was also concerned with ne  response by fe llow  
musicians who appeared so be cement to "sim  hsprry ever a fte r" and 
make the ir success not m atter. .He believe: most memoers of the 
music industry fa iled tc cu t anything beyond re .'-in te rest tack in to the 
society which provided the base for the ir re rscra l elevation to  a
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higher class. Rather than active ly assume the ir role in a partic ipatory 
democracy and a ttem pt to bring about change, they would concentrate 
on entertaining the public so the public v/ouldn't see the iceberg's 
which were about to sink the values of the society:
Dance Band on the T itan ic 
Sing Nearer By God to Thee 
The iceberg's on the starboard bow 
Won't you dance w ith  me
Expressing the con flic ting  emotions he was experiencing, Chapin 
discloses to his listeners that he thought that he had fina lly  found the 
answer, an answer tha t did not come from  with in, but instead from  
w ithout—without the depth of the wellspring of man's hopes and worlds 
of "what if . "  Chapin's inner voice of humanity challenged him w ith 
d irect questions, while his conscience asked of Harry what he asks of 
us:
Harry--Are you really so naive
You can honestly believe
That the country's getting better
When a ll you do is le t her alone
Harry—Can you really be surprised
When i t  is there before your eyes
When you hold the knife that carves her
You live the life  that starves her to the bone
Here the language operates to show us that i f  things have gone wrong 
in this country, we only have our lack of partic ipation to blame. Our 
country reflects, the argument goes, what we as citizens make of 
her. It requires our active and v ig ilant involvement w ith her daily
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functioning to steer her clear of the icebergs. I f  we les.e her alone 
and assume that someone else is serving as lookcuc, we are at the 
mercies of the tide.
The end o f the internal debate is sw ift arid final. Chapin 
argues that the worth of the quest is paramour:.. Toe value i t
represents surpasses the realm of self-doubt. In his core's.
Well I got up th is morning—
I don't need to know more
It evaporated nig! itmares
tha t had boiled the night before
With every new day's dawning
My kid climbs in my bed
And te lls the cynics of the board room
Your language is the dead
And as I wander w ith my music
Through the jungles of despair
My kid w ill learn guitar
And find his stree t corner somewhere
There he'll make the silence listen
To the dream behind the voice
And show his m instre l Hamlet daddy that
There only was one choice
This te lls  us that we must uphold the sacred trust sc that cur children 
w ill be able to  make a better land. The rhe to ric  here invokes a 
pattern o f youthfu l innocence and in tu ition  as the pathway to 
knowledge and a sense of what is right.
Chapin brings the pattern of life  fu ll c irc le  as f t  advises his 
child how to  remain fa ith fu l to himself and accept -.is farcer's calling 
as a lookout for society w ith "an early warning system hitched up to
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his soul":
Strum your gu ita r—
Sing it  kid
Just w rite  about your feelings 
Not the things you never did 
Inexperience—
It once had cursed me
But your youth is no handicap—
It's what makes you th irs ty
Dance Band on the Titanic 
Sing Nearer By God to Thee 
The iceberg's on the starboard bow 
Won't you dance w ith me
This evidently sermonic language is characteristic of the form 
and content of Chapin's rhetoric. I f  man remained fa ith fu l to the 
trust and the teachings of his forerunners, there was only one choice. 
The choice, however, is about the process that goes into arriving at 
knowledge, not simply about the ends of knowledge alone.
Strategies o f Persuasion:
A fte r examining the pattern of m otivation in several Chapin 
lyrics, i t  is im portant to understand how Chapin designs his appeals. 
Several key strategies are employed.
Sometimes Chapin allowed the members of his audience to 
overhear a conversation he seemed to be having w ith himself, yet the
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process was s t il l the same—questioning and dreams in the world of 
"what if? " The calling of rnan to become involved was expressed in 
the lyrics of "I Wonder What Would Happen to th is World", ly rics 
which la ter were to appear on Chapin's funeral announcement.
Chapin begins to build slowly by using repetition in the form  of 
a quasi-southern negro sp iritua l of questioning wonderment:
Oh well I wonder
Yes I wonder
What would happen
What would happen to this world
Well I wonder what would happen to this world
His listener is le ft  to wonder what Chapin is wondering about. Before 
the listener can become overly concerned w ith the opening, the 
u ltim ate  question confronting a ll human beings is thrust in to his 
consciousness:
Now if  a man tried
To take his tim e on earth
And prove before he died
What on man's life  could be worth
Well I wonder what would happen to this world
And if  a woman
She used a life  line
As something more than...
Some man's servant—m other—wife tim e
Well I wonder what would happen to this world
S im ilarly, Chapin adopts the strategy of personalizing the future 
by his depiction o f young people. He focuses attention on the
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representatives of an age group that many of us go out of our way to
avoid. He forces us to consider the possibility tha t those we may be
unwilling to  recognize are among the healthier seeds growing in our 
diverse garden. Hence, he observes:
Disciple children walk the streets 
Selling books and flowers 
Can they be the last ones 
With a semblance of a dream 
If we say that no one's out there 
And we say we're goin' nowhere 
And we avoid the question 
Is this all tha t i t  means?
The strategies Chapin used were derived from  his perceptions of
the people, places, and issues he encountered. In travels which were
more reminiscent of Walt Whitman than o f a rec ip ien t of the 1975
"Grammy" nomination for the "best Performance by a Male Vocalist,"
Chapin "found a unanimous feeling throughout America from hard hats
5
to teenagers that we've lost our sense of commitment and values." 
He discovered an America that reminded him of the "last years of the 
Roman Empire." He noted frightening s im ila rities  between 
contemporary American society and the society of a fa llen Rome: "the 
c ities themselves, inner c ity  rot, our in terest in sports....A ll places 
must be born, peak, and die." Chapin was "not sure i f  we are at our 
peak or already on the downhill-slide,"^ but he was sure -that we were 
running away from  the American dream and our realization that we 
were was "the f irs t step toward any action. Without that recognition
7
of our problems," Chapin believed we were "com pletely awash."
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Fortunately, Chapin's fo lk heritage enabled him to recognize 
that "the American system is not the flag. It is the potentia l to 
rebuild, to be redreamed w ith ," and Americans were ready fo r a
Q
redreaming. Chapin grounded his hope fo r the fu tu re  in the real
concern expressed by young Americans "tha t this country is being
bom." With that concern he believed that we could give the "country
9
direction and give us an active hold on our dream again."
As a form er student o f architecture, Chapin expressed his 
preference for the construction and direction of the dreams and hopes 
for society as a restoration. He thought that "some of the best 
architecture being done" was in the area of restoration. S im ilarly, his 
choice to work w ith in  the established system, rather than to advocate 
i t s  condemnation, was a choice made in an e ffo rt "to  make what 
we've got to work before tearing i t  down and building something 
new."10 Chapin was tired o f new for the sake of being new and was 
w illing  to heed the lesson Guthrie taught Seeger, and Seeger taught 
Chapin: "You could make a combination between the best of the old 
and the new." What the country needed was belief!
In order to  work w ith in  the established system, an individual 
must "believe one person can make a d iffe rence."11 Central to that 
belie f is an awareness that "we have a system responsive to citizen 
pressure to implement the logistics fo r change." According to Chapin,
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the lessons o f h istory have "shown us tha t positive articu la tion,
humaneness, f le x ib ility ,  ingenuity and perseverence are im portant,"
however, "most im portant, i t  is deeply com m itted individual people
12who create the process fo r change, and who generate change itse lf."  
Americans must partic ipate  in the continual process of change, 
restoration, and reb irth . For Chapin, the members o f society who hold 
the key to  the reb irth  were those recently born—the children. 
Because reliance on children is such a d is tinctive  feature of Chapin's 
rhetoric , i t  deserves special attention in the remainder of this 
chapter.
Children as Symbols of Reform
In terms that even the most ardent supporter of an America 
"gone plastic" m ight understand, "the bottom  line is that all of us 
should be involved in our own futures, especially i f  we have or want 
to have children.""'''5 Chapin was not only concerned w ith the starving 
child discussed in chapter two; he wanted all children to be able to 
live and have a fu tu re . His rhetorical goal was to convince people to 
understand that "we a ll deserve" and "have a right to live ." 
Furthermore, he trie d  to evoke the kinds of images which would 
create an awareness tha t "we a ll have the right to a fu tu re ," and w ith 
the fu tu re comes the responsibility "to  insure that everybody has a 
14fu tu re ," most especially the children of our society.
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His persuasive task was frequently frustrated by an a ttitude that 
one should "live  fo r today" and not give "a damn about the fu tu re ." 
Chapin heard "most" music "te lling  the kids and the country to go to 
hell"; a message which ran against everything he had come to learn 
and respect."^ In "There was Only One Choice," he worried that 
Americans were beginning to  believe that i t  was "naive to have 
dreams" and tha t was an especially dangerous a ttitude when it  a ffects 
the children. According to Chapin: " It  all starts w ith the kids. If
they can't believe in themselves, and think they can have an impact,
then the problems are already built in . " ^  Chapin set out on a one
man crusade to recover and reestablish respect fo r the id y llic
ch ild -like  dreams, dreams which say, "yes we can."
Chapin’s song, "The Rock," is especially significant in its use of 
children as symbols o f social reform . In that song Chapin described 
the heroic actions o f a boy w illing to act on his vision, despite the
rebuffs of a ll sources of trad itiona l wisdom. The boy f irs t turns to
his parent w ith  the tru th  which he has learned:
The rock is gonna fa ll on us, he woke w ith a start 
And he ran to his mother, the fear dark in his heart 
He told her of the vision that he was sure he'd seen
She said: "Go beck to sleep child, you're having a bad
dream!"
Silly child—
Everybody knows the rock leans over the town
Everybody knows tha t i t  won't tumble to the ground 
Remember Chicken L it t le  said the sky was fa lling  down 
Well nothing ever came of that, the world s till whirls
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around
The vision o f the child is matched w ith the stagnation of a parent 
who no longer questioned but instead assumed that things were 
unchanging and unchangeable.
I f  a parent was not prepared to question, then certa in ly the boy 
would find a receptive ear at school.
"The rock is gonna fa ll on us," he stood and told the 
class
The professor put his chalk down and peered out through 
his glasses
But he went on and said; "I've seen it ,  high up on the 
h ill
I f  i t  doesn't fa ll th is year then very soon i t  w ill!"
Crazy bey—
Everybody knows the rock ieans over the town
Everybody knows tha t it  won't tumble to the ground
We've more im portan t studies than your fantasies and 
fears
You know tha t rock's been perched up there for a 
hundred thousand years
Immediately, the listener is directed to the specifics of chalk and a 
professor w ith glasses, items designed to trigger recollections from  the 
listener's own experience which places them at the back o f the 
classroom witnessing the scene. The young boy's in tu itive  vision is 
discounted as fantasy, therefore m eriting l i t t le  consideration in the 
scholarly pursuit of knowledge. A fte r rejection by both parent and 
teacher, the child decided to take his case to the magistrates and 
present i t  to them in terms they m ight understar,d:
74
"The rock's gonna fa ll on us." He to le  the magistrates 
"I believe that we can stop i t  but the tim e is getting 
late
You see I've done all the research my plans are all 
complete."
He was showing them contingencies /'.hen they showed 
him to the street
Just a madman—
Everybody knows the rock leans over the town 
Everybody knows tha t i t  won't tum ble to the ground 
Everybody knows of these who say the end is near 
Everybody knows tha t i:*"e goes on as usual round here
Following his th ird  re jection  the youth was forced to take action on 
his own. He knew that something muse be core even if  others chose 
not to accept the vision orig inating in t r  e mind of a child.
He went up on the mountain beside one glam stone
They knew he was insane so they le f :  him alone
He'd given up enlisting nelp for there was no one else
He spent his days devising ways to scop the reck himself
One night while he was working buiio ing braces on the 
ledge
The ground began to rumble the roc1- trembled or. the 
edge
"The rock is going to fa ll on us! R u n  or you'll be 
crushed!"
And indeed the rock was moving, c r u m b l i n g  ail to dust.
He ran under it  w ith e re  last hope m a t he could add a 
prop
And as he disappeared me rock came to a step.
In the finest fo lk  trad ition  the youth cried cut a warning and w illing ly 
sacrificed him self in a heroic e ffo rt whicn temporarily saved the 
town.
The people ran in to the street but tr. then all was s till. 
The rock seemed where i t  always was or where it
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always w ill be 
When someone asked where he had gone they said: "Oh 
he was da ft.
Who cares about that crazy fool." And then they'd start 
to laugh
Unfortunately, the people of the town cared l i t t le  fo r the youth of 
unverifiable vision, and they failed to ask the questions which lay on 
the ir tongues, as they reassured themselves that the rock "seemed 
where it  was or where it  always w ill be."
But high up on the mountain 
When the wind is h itting  it  
If you're watching very closely 
The rock slips a l i t t le  b it.
Here the child becomes the symbolic agent of redemption, a means of 
showing society what needs to be done.
A d iffe ren t sort of symbolic reform  is presented in another 
ly ric . The wisdom o f the child did not always have to be in defiance 
of a parent or other authority figure. In "Dancin1 Boy" Chapin wrote 
of the relationship between himself and his youngest son. Chapin was 
scared by the way a child blindly trusts in a parent, yet, that trust 
provided the energy fo r restoring the future:
'Cause you're my dancin' boy
And it's  scary how you trust me
Just one look from  you
And I come pourin' out like wine
You're my dancin' boy
I'm sure by now tha t you must see
Your dancin' means much more to me
Than any dream of mine
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The listener overhears Chapin's unspoken conversation w ith his four 
year old son. I t  is a conversation which provides the most concrete 
evidence that we have a responsibility to pass our knowledge and 
trad itions from  one generation to the next. This transfer of shared 
wisdom gives a parent a particu lar pride as he leaves the seeds of his 
personal knowledge in the product of his loins.
Yes I'm so proud when you are w ith me
That my heart lives in my throat
And when you s ta rt to stru t your s tu ff
My eyes go all a floa t
When I have to leave you home
As sometimes i t  must be
I feel that w ith  my leavin'
I leave fa r too much of me
Chapin also manages to  rea ffirm  his willingness to feel. This openness 
to feeling' frees the listener also to feel. More im portantly, Chapin 
acknowledges his own m orta lity  by reminding his son Josh that in the 
days and years to come, others would seek to persuade Josh to dance 
w ith  d iffe ren t "steps" than his father had taught. Therefore, i t  was 
the responsibility fo r Josh to keep the dancing days they shared in his 
mind to pass on to his own son someday.
You know the tim e w ill come my dancin' boy 
When your dancin' days are done 
And when Daddy and his dancin' boy
W ill have dwindled down to one
You know the world w ill have taught you other steps
To match the march of tim e
So you'll have to keep our dancin' days
Dancin' in your mind
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Chapin could have chosen the myth of "marching to a d iffe ren t 
drummer." However, he elected an even more ancient myth, the 
dance, which is an a rtis tic  and communicative form  in almost all 
cultures.
Summary and Conclusions
In this Chapter, I have described the ways Chapin attempted to 
use the foundations of partic ipatory democracy and the potentia l of 
children to cope w ith  the social problems he perceived. Mankind 
always seems to be w illing to accept the greater sacrifices when it  
believes tha t i t  w ill be of lasting benefit to the safety of its  child. 
Chapin encouraged his listeners to consider the possibility that our 
children are more in touch w ith their basic in tu itive  natures, because 
they refuse to accept the world as a static thing that must be blindly 
accepted in the "fa llacy  of trad ition ." Instead, the youth hear the 
voices of other trad itions which say "yes, we can" and seek to make a 
better world of the ir land.
As a rhetoric ian, Harry Chapin found himself confronting a basic 
problem: How to convince his listeners that through the ir actions or 
inactions they were making comments about themselves and the nature 
of the ir com m itm ent to themselves and the ir fe llow  being. Chapin 
recognized the need to create an environment of social awareness and
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action which encouraged his listener to  understand that he or she 
possessed the means to combat the social ills  present in America. If 
his listener did not believe that he could be heard cr bring about 
change, there was no reason to accept his persona.! calling or accept 
personal responsibility fo r the actions cr inactions c f  society. Chapin 
believed that partic ipatory democracy provided the listener w ith both 
means and obligation to influence the course cf this society.
Chapin had a tremendous fa ith  In the system c'1' government
provided by the founding fathers. Am,erica had csen blessed by a 
form  of government which "inv ited" cicizen p s r t ic lra t ic r .  Indeed, to 
Chapin it  was more than an invita tion, i t  took on a commandment-like 
stature which demanded citizen partic leation. Char in interpreted the 
phrase "partic ipa to ry  democracy" to mean "everybody should get 
involved." Those who chose not to be involved Chaoin viewed as less 
than good c itize ns"'7 because they squandered the crust received from 
the nation's fore fathers.
Chapin reminded others that "m is  countrv was set up as a
partic ipatory democracy." Chapin obse:. ed that Thomas Jefferson, Ben 
-ran k lin , and the Adams cousins hac seen the .eaders fa il to be
responsible fo r and responsive to the c rile c tive  v.II. of ire  people "in 
every other society." Consequently, C rapin continued, trey founded a 
partic ipatory democracy tha t "was to have maxi "rm  c itizen
partic ipation." The system was resigned to have continual
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partic ipation which would "re fle c t the actions and in terest of 
18society." Because Chapin was at all times a "c itizen ," he fe lt the
need to reestablish a connection w ith the world. This became a
19"personal im perative ," for in order to make his success as a singer
20real he needed to fee l that he was having an "im pact on the world." 
Chapin reasoned, "in a partic ipatory democracy, everybody is supposed 
to be doing things, and if  we are not, we are not Americans. We have
a country that is in trouble, and if  we are not participating it  seems
21we are essentially part o f the problem."
Chapin's heavy reliance on the traditions and h istorica l 
foundations of this country presented him w ith an additional problem: 
How to convince his listener that he or she could m atter w ithout his 
message sounding sim plistic and utopian. Chapin sought to overcome 
this problem by presenting scenes populated by characters who were as 
fam ilia r to his listeners as the waitress or bartender they had met so 
many times before in the ir own personal lives. By relying on his 
storyte lling form  he was able to present readily identifiab le images 
which appeared more real than utopian.
The s toryte lling  form  adopted by Chapin yielded a second 
rhetorical strategy which allowed his listener to overhear the speech 
acts present in the ly ric  and, in e ffec t, learn from the actions and 
reactions of these characters in the ir interactions w ith one another 
and the manner in which they exercised the ir power of choice. The
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act o f overhearing is less threatening fo r a listener than being 
addressed d irectly  and being told what he or she must do.
Chapin's use o f self-deprecation supplemented the strategies of 
iden tifica tion  and the ind irect act of overhearing by making Harry 
Chapin appear very human. Because Chapin's self-deprecation led to 
his being perceived as a human who was vulnerable to sim ilar pains 
and doubts which plagued his listener he was seen as more identifiab le 
than i f  he portrayed himself as a never erring star.
Chapin discovered the strategy o f repetition  was inherent w ithin 
the ly ric  form  and the use of refra in. The strategy is neither new 
nor unique, however it  remains extremely e ffective . Exposure to a 
repetitive  message erodes resistance to change in some listeners and 
reinforces the a ttitudes and beliefs o f other listeners already 
sympathetic to the message being shared.
Through his reliance on the rhetorical strategies of 
identifica tion , the act of overhearing speech acts, self-deprecation, 
repetition, and the previously discussed peronalizing of the future by 
his depiction o f young people, Chapin coped w ith  his rhetorical 
problems. These strategies allowed Chapin to provide potentia l 
avenues fo r change which were in keeping w ith the heritage and 
traditions of this country while addressing a generation that had grown 
increasingly cynical and frustrated in the ir e ffo rts  to promote change.
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In essence, Harry Chapin's rhetoric provides a framework for 
re -in te rp re ting  the "mess" we have made of this land.
Chapter 5
Conclusion
In my e ffo rt to remain fa ith fu l to Chapin's lyrics, I chose to
use a computer-assisted content analysis of the ly rica l texts. The use
of a personal computer and com m ercially available programs
demonstrated the p racticab ility  of such a c r it ic a l "too l" fo r the 
rhetorica l c r it ic  who elects to focus d irec tly  on the tex t of the 
message itse lf. My use of the computer fa c ilita te d  my disclosure of 
certa in  shifts in language orientation and allowed the clustering of 
certa in words to compare the ir frequency of usage w ith  what m ight be 
anticipated in spoken American English. Specifically, computer use 
provided a heightened awareness of Chapin's reliance on words which 
encouraged iden tifica tion  and a feeling to consubstantiality by using 
words clustering around orientations of "o ther" and the collective 
bonding of man. The word frequency count analysis also revealed 
Chapin's preference for words which triggered a questioning process in 
the minds of the recipients of the message; consequently, instead of
excluding them from  the process, by presenting them w ith a sermon of 
exp lic it statements of right and wrong, Chapin's word choices 
demanded the listener's active involvement in the. communicative
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process.
The use of a computer to co llect and assist in the c r it ic a l
analysis of song ly rics  presents two potentia l lim ita tions. The f irs t 
lim ita tion  is the differences between the unconsciously conceived acts 
of spoken American English and the language consciously employed by 
the songwriter to form  a purposive communication. This lim ita tion  is 
most valid i f  the c r it ic a l focus is on the creative act of invention and 
the rhetorician or source of the message unit, however, i f  the focus is 
on the re lation between the message and its recipient this lim ita tio n  
may prove less severe. The recognition that an index o f spoken
American English is also an index of heard American English leads to 
the possibility tha t i t  may serve as a standard measure to determine 
the words the listener w ill be most frequently exposed to by a 
particu lar rhetoric ian. The second lim ita tion  is concerned w ith  the 
fa ilu re  to determ ine the distinctiveness of Chapin's word choices from  
the word choices made by his contemporaries. While i t  was beyond 
the scope o f this investigation, the second lim ita tion  m ight be 
surmounted by a separate study which has as its objective the 
comparison o f Chapin's lyrics w ith his contemporary 
singe r-song w riters.
Examination of Chapin's rhetoric revealed how it  belonged to a 
much larger body o f ly rica l rhetoric and, yet, remained d istinctive
from  the trad ition a l fo lk genre. Chapin was able to merge the
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communicative powers of the cinema verite  documentary f ilm  
technique w ith the social potency of the fo lk  genre to create a 
message which communicated word movies fo r the mind. His use of 
aural movies triggered scenes which played upon the interna! screens 
of his listener's minds, experiences, and in tu itive  sense of right and 
wrong.
Chapin provided a voice fo r a significant part of his 
generation. He expressed sentiments which could be understood by a 
generation of Americans whose desire for change was rooted in the ir 
veneration of many trad itiona l values. During the fifteen  years which
separated Chapin's discovery of the Weavers and the release of his
own firs t album, Chapin and the nation saw changes which shook 
America and forced a people to question the values and beliefs which 
served as the foundation for our society. During the decade of the
sixties, we accepted a President's challenge to place a man on the 
moon and accomplished the "impossible" task. We watched assassin's 
bullets snuff the dreams and aspirations of a United States President, 
a would-be President, and the couldn't-be President who led the Blacks 
of the nation and dared to te ll his fe llow  man "I have a dream." Our 
televisions brought the heat of the streets into our homes as we
observed fires light the skylines of Watts and D etro it. Less than three 
years later we observed the chaos of a national po litica l convention in 
Chicago streets. Lastly, the people shared the experience of a poorly 
explained war that some believed beyond comprehension, while others
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argued i t  was clearly in the defense o f a people's righ t to 
self-determ ination, a right of increasingly questionable value in our 
own land. It was a tim e of personal and national confusion and 
frustration.
It was against this background that we listened to Chapin's 
rhetoric. A shared background which provided the identifiable, 
connections that allowed a healing grounded in an awareness that the 
tru th  w ill eventually claim  the high ground. Chapin's message called 
upon our basic sense of responsibility and duty to uphold the collective 
wisdom entrusted to us by our forefathers in the expectation that we 
w ill expand on the legacy fo r fu tu re generations.
In his discussions o f the "combat myth,"'*' Kenneth Burke 
identifies eleven main themes:
1. The Enemy was of divine origin.
2. The Enemy had a d istinctive  habitation.
3. The Enemy had extraordinary appearances and properties.
4. The Enemy was vicious and greedy.
5. The Enemy conspired against heaven.
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6. A divine Champion appeared to face him.
7. The Champion fought the Enemy.
8. The Champion nearly lost the battle .
9. The Enemy was fina lly  destroyed, a fte r being outw itted, 
deceived, or bewitched.
10. The Champion disposed of the Enemy and celebrated his 
victory.
Like the "Champion" who is the one w illing  to  figh t the 
"Enemy" while others choose to appease the "Enemy" or flee the
battle , Chapin sought to combat the evils he perceived in hunger and 
the responses of the American business community to the social ills  of
America. While other members of the music industry chose lyrics
which appeased the "Enemy" of commercialism, Chapin sought to 
concentrate on lyrics which challenged people to choose between what 
they knew to be righ t and wrong. He fu lfille d  the combat myth by 
fighting the ba ttle  w ith the enemy in the public arena before his 
listeners' very eyes and ears.
While not all elements identified by Burke are clearly seen in 
the case of Harry Chapin, the combat myth clearly serves as a
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unifying principle which helps us to understand his rhetorica l mission.
The s im ila rity  between Chapin as a "Noble W arrior" and the
"Champion" of the "combat m yth" serves as a potentia l explanation for
the responses and tributes paid to Chapin following his death. Burke
explains that "because of certein ambiguities regarding death and
im m orta lity  among the gods, the period of near-defeat can even be
carried to the 'perfect* point where the Champion is slain and 
2
lamented."
Chapin's death e lic ited  a deep and intense public reaction,
perhaps more so than anyone expected. The memorial service held in
honor of Chapin provided both fam ily members and friends w ith the ir 
f irs t indication of the scope of Chapin's influence on the lives of
others."3 Michael Harrington captured the essence of the memorial
service held in Brooklyn's Grace Episcopal Church on July the
tw en ty -th ird  in an a rtic le  fo r The Village Voice. Harrington described
i t  as a celebration of Chapin's life  by a "congregation" that "stood and
clapped and whistled and stomped and c r i e d . T h e  secular 
congregation included ia'ol-mentor Fete Seeger and fe llow  folksinginers 
Steve Goodman, Oscar Brand, and Mary Travers and Peter Yarrow of 
Peter, Paul and Mary. As one might expect, numerous other singers 
and musical cronies attended the Chapin service; however, the crowd 
assembled in the Brooklyn church also included: Senator Patrick Leahy 
representing the United States Senate; Congressmen Tom Downey and 
Ben Gillman representing the United States House of Representatives;
James Grant, executive d irector of UNICEF, representing the United 
Nations; form er United States Attorney General Ramsey Clark; and a 
railway brakeman who served as the symbolic representative of 
Chapin's common man.^ Sue Gensel of Chapin's s ta ff reported that one 
thousand friends and fam ily members attended the service and more 
than 40 spoke or sang in tribu te  to Harry's memory and deeds.^ In 
addition to those attending the service, Presidents Reagan and Carter 
joined more than 75,000 individuals who wrote le tters of consolation 
and appreciation.
During the week follow ing Chapin's death, a to ta l of nine United
States Senators and th ir ty - fo u r United States Representatives paid
tribu te  to Harry Chapin on the floor of Congress and in the pages of
the Congressional Record. They represented po litica l philosophies as
diverse as the conservatism of Senator Robert Dole and the liberalism
of Senator Edward M. Kennedy. Journalist David Marsh of Rolling
Stone observed tha t "the immediate response to his [Chapin's] death,
in the media and among the fans, was overwhelm ing."7 The man once
g
branded "America's most overground underground singer" became more
"w idely honored by the nation's legislators" than Bing Crosby, Elvis
g
Presley, or John Lennon. The Honorable Claudine Schneider claimed 
that "we must learn a lesson from Harry Chapin's life  and pursue his 
dream," proclaim ing that while she may "grieve at his death" she 
would "celebrate his l i fe . " 10 Senator Leahy disclosed that he had "shed 
more tears," in the days follow ing Chapin's death, than at "any other
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tim e" during his "adult l i fe ."11
It is through this outpouring of a diverse public's sentiment tha t 
we see the true social worth of Chapin's rhetorical message: Chapin 
spoke of and fo r the values which we as a people hold to be true, 
because we believe them so; thus leaving the rhetorical products of a 
man as a contribution to the collective superior knowledge of our 
culture to serve as a potentia l model for generations to come.
Notes
Chapter One:
Appendix A contains a biographical sketch of Harry Forster
Chapin.
2 Robert Cathcart, Post Communication: Rhetorical Analysis and 
Evaluation, 2nd ed. (Indianapolis: Bobbs-Merrill Educational Publishing,
1981), p. 120.
3 Cathcart, p. 121, p. 119.
Edwin Black, Rhetorical C ritic ism : A Studv in Method,
(Madison, WI: University of Wisconsin Press, 1965T, pi 9.
^ Lloyd F. B itzer, The Prospect of Rhetoric, eds. Lloyd F. 
B itze r and Edwin Black (Englewood C liffs , NJ: Prentice-Hall, Inc., 
1971), p. 278.
^ Speech Communication Association, The Prospect of R hetoric, 
eds. Lloyd F. B itzer and Edwin Black (Englewood Cliffs', NJ: 
Prentice-H all, Inc., 1971), p. 238.
7
Ralph Nader and Mark Green, Le tte r, New York Times, 26 
July 1981.
Q
L e tte r received from Kenneth Eurke, 11 Octcoer 1982.
9
Tom Chapin, quoting Kenneth Burke, "Harry Chapin's Death 
Casts Pall Over Heights," Brooklyn Heights Press and Cobble H ill 
News, 23 July 1981. Burke's statement was Independently confirmed by 
James Chapin.
- 90 -
91
10 Marie Hochmuth Nichols, Rhetoric and C ritic ism , (Baton 
Rouge: Louisiana State University Press, 1963), pp. 79-80.
"R heto ric—Old and New," in New Rhetorics, ed. M artin 
Steinmann, Jr. (New York: Charles Scribner's, 1967), p. 63.
12 Otis M. W alter, "On Views of Rhetoric, Whether Conservative 
or Progressive," in Contemporary Theories of Rhetoric, ed. Richard L. 
Johannesen (New York: Harper and Row, Publishers, 1971), p. 164.
Neo-Aristote lian, dram atistic, fantasy theme, analog, and
others.
^  Donald C. Bryant, "O f Style: Buffon and Rhetorical
C ritic ism ," in Essays on Rhetorical C ritic ism , ed. Thomas R. Nilsen 
(New York: Random House, 1967), p. 54.
John H. Patton, "Permanence and Change in Rhetorical 
Theory," Central States Speech Journal, 30 (Summer, 1979), 137.
Kenneth Burke, "Counterblasts on 'Counter-Statement'," New 
Republic, 69 (9 December 1931), p. 101.
^  Walter, "Views," p. 160.
1 8 James R. Andrews, A Choice of Worlds: The Practice and 
C ritic ism  of Public Discourse, (New York: Plarper and Row, Inc., 1973), 
pi 38i
19 Patton, 134.
20 A lbert J. C ro ft, "The Functions o f Rhetorical C ritic ism ," 
reprinted in The Province of Rhetoric, ed. Joseph Schwartz and John 
A. Rycenga (New York: The Ronald Press, 1965), p. 409.
21 C ro ft, p. 411.
22 Robert E. M itche ll, "The Use of Content Analysis for 
Explanatory Studies," Public Opinion Q uarterly, 31 (1967), 230.
92
23 W. Charles Redding, "Extrinsic and In trinsic C ritic ism ," in 
Essays on Rhetoricai C ritic ism , ed. Nilsen, p. 111.
Bernard Berelson, Content Analysis _in Communication 
Research, (Glencoe, IL: The Free Press, 1952)  ^ p. 46.
25 Lawrence W. Rosenfi,:ld, "The Anatomy of C ritica l 
Discourse," in Methods of Rhetorical C ritic ism , eds. Bernard Brock 
and Robert Scott, 2nd ed. (D etro it: Wayne State Univ. Press, 1980), 
p. 142.
^  Cathcart, p. 66.
27 Donald C. Bryant, Rhetorical Dimensions in C ritic ism , (Baton 
Rouge, LA: Louisiana State University Press, 1973), p. 40.
28 Richard M. Weaver, Language is_ Sermonic: Richard M.
Weaver on the Nature of Rhetoric, eds. R. L. Johannsen, R. 
StricklandT”ancTR. T. Eubanks (Baton Rouge: Louisiana State University 
Press, 1970) p. 224.
Richard M. Weaver, Visions of Order, (Baton Rouge: 
Louisiana State University, 1964), p. 71.
Marie Hochmuth Nichols, "Rhetoric and the Humane 
Tradition," in Rhetoric a_ Tradition in Transition, ed. W alter R. Fisher 
(Lansing, MI: Michigan State University Press, 1974), p. 188.
Harry F. Chapin, autobiographical document contained in his 
private o ffice  files, TS, p. 6.
Chapter Two:
1 Harry F. Chapin, Songwriter's Workshop Manual, TS, copy 
obtained from Chapin's personal files, no page number.
93
2
The computer used was a Kaypro-4 and the software was a 
combination of "Perfect W riter" developed by Perfect Software, Inc. 
and "The Word Plus" program developed fo r tex t processing by Wayne 
Holder.
^ During these years, Chapin actively sought to integrate his 
music, fam ily, country, and beliefs into an elaborate tapestry focusing 
on humanitarian e ffo rts  and c iv ic  concerns. See Appendices B and C.
4
Klaus Krippendorff, "Content Analysis: An Introduction to its 
Methodology," The Sage CommText Series, 5 (Beverly H ills : Sage
Publications, 1980), pp. l l f T m
I report all frequency counts from  this corpus in terms of 
occurrences per m illion  spoken words.
^ Hartvig Dahl, Word Frequencies of Spoken American English, 
(Essex, CN: Verbatim , 1979), pp! iii- Iv .
^ Davis Howes, "A Word Count of Spoken English," Journal of 
Verbal Learning and Verbal Behavior, 5 (1966), 572-604
8 Howes, 573.
9
Kenneth W. Berger, "An Evaluation of the Thorndike and 
Lorge Word Count," Central States Speech Journal, 22 (Spring, 1971), 
61.
^  W. Nelson Francis and Plenry Kucera, Frequency Analysis of 
English LJsage: Lexicon and Grammar, (Boston: Houghton M iff lin
Company, 1982).
Appendices B and C respectively contain a listing o f all 
wor Is appearing more than four times in Chapin's early and la ter 
lyrics.
12 Dahl, p. 185. These numerical counts represent frequency
per m illion spoken words.
^  Gloria D ilibe rt, "Harry Chapin's Family Fights to Carry on
94
his Extraordinary Legacy o f Compassion," People Weekly, 15 March 
1982, p. 34.
^  Bruce Pollock, In Their Own Words (New York: Collier Books, 
1975), p. 219.
Eileen Stukane, "The End of the World of Harry Chapin," 
Rock, 28 March 1973, p. 18.
^  E llio tt Lefko, "Harry Chapin and the Night That Made 
America Famous," Beetle, (January, 1975), no page number.
^  Pollock, p. 219.
18 I believe tha t these clusters represent two major orientations 
present w ith in  Chapin's lyrics and a th ird  cluster which appears to 
contradict commonly held assumptions made by many critics  of 
Chapin's music.
19 Personal interview w ith Tony Kornheiser, 17 May 1983.
Chapter Three:
1 Chapin, Songwriter's, TS, no page number.
2
Brian J. Dooley, "Harry Chapin: Music for the M ultitude," 
P ickin ', (July, 1979), p. 21.
5 Harry F. Chapin, Autobiography, TS, copy obtained from  
Chapin's personal files, p. 2.
^ Seeger la te r became a close personal friend of Chapin, 
appearing in numerous concerts with both Harry and his brother Tom, 
and served as a major influence on Chapin the ly rica l activ is t.
^ Harold Leventhal, Interview, in Woody Guthrie: Hard Traveler, 
PBS special, 1984.
^ Woody Guthrie, unspecified w riting  read by Arlo Guthrie, 
Woody G uthrie, PBS special, 1984.
7 Leventhal in terview , Woody G uthrie , PBS, 1984.
O
"Harry Chapin: Caught in the Act," Melody Maker, 16 April 
1977, p. 20.
a
"An Inform al Interview with Harry Chapin," Clinton [N J] 
Journal, 21 February 1979, no page number.
Together in Concert: Pete Seeger and Arlo Guthrie, PBS 
Special, 1978!
Matthew Monahan, "Harry Chapin has Rocked the Cradle and 
World Hunger has Benefited," Tablet Scene, no date. Clipping
obtained from  Chapin's personal fifes!
12 Scott Imus, "Music is Just One Side of Plarry Chapin," 
Auburn Indiana Evening Star, 10 May 1979, p. 9.
13 Michael Polanyi, The Study of Man (Chicago: University of 
Chicago Press, 1959), p. 61~
^  Michael Polanyi, Personal Knowledge (New York: Harper and 
Row, Publishers, 1958), p. 245.
15 Polanyi, Study, p. 61.
^  Personal in terview  w ith  Pete Seeger, 27 May 1983.
17 W illiam Wordsworth, "My Heart Leaps Up," in The Norton 
Anthology of English L ite ra tu re , vol II, 4th edition, (New York: W. W. 
Norton and Company, 1979), p. 211.
1 ft Paul Green, "'Sequel' Bigger than 'Taxi,'" Los Angeles Times, 
6 December 1980, Sec. II, p. 8.
96
Pete Seeger, Together, PBS, 1978.
20 Chapin's f ilm  "Legendary Champions" won the New York and 
Atlanta F ilm  Festivals and was nominated fo r an Academy Award.
21 Dooley, p. 21.
22 Green, p. 8.
23 Lance Evans, "Harry Chapin: Interested in People, His Songs 
R eflect Stories of Life 's Experiences," The [ Scranton, PA] Sunday 
Times, p. A-12.
24 "An Inform al In terview ," no page number.
25 Gene Kalbacher, "Food for Thought: An Exclusive Interview 
w ith Harry Chapin, a C itizen, Singer and Practicing Idealist," The 
Aquarian, 12-19 April 1978, p. 6.
Jeannine Lauber, "Chapin Sincere, Involved," Columbus 
Dispatch, 5 February 1979, no page number.
27 Chapin, Autobiography, TS, p. 4.
O Q
Green, p. 6.
29 Monahan, no page number.
Dennis Hunt, "The Tales o f Harry Chapin," Los Angeles 
Times Calendar, 2 November 1975, p. 65.
31 Chapin, Songwriter's, TS, no page number.
32 Chapin, Songwriter's, TS, p. 46.
97
33 Chapin, Songwriter's, TS, p. 41.
34 Chapin, Songwriter's, TS, p. 41.
35 Pollock, p. 219.
3^ Hunt, p. 65.
37 Polanyi, Study, pp. 69-70.
38 Personal in terview  w ith Tony Kornheiser, 17 May 1983.
39 Keitha McLean, "Harry Chapin: The Sophisticated Hobo," 
Women's Wear D a ily , 14 February 1175, no page number.
40 Evans, p. A-12
41 Harry Chapin, "Legends of the Lost and Found," on Legends 
of the Lost and Found, E lektra BC-5703, 1979.
42 Personal in terview  w ith Tom Chapin, 7 November 1983.
43 Chapin, Songwriter's, TS, no page number.
44 Chapin, Songwriter's, TS, no page number.
45 Harry Chapin, "Same Sad Singer," Heads and Tales, Elektra 
T C-55023, 1972. " —
1^  When Chapin was confronted with the over-exposure that had 
been created by perform ing over one hundred benefit concerts per 
year, he reasoned tha t the negative was "balanced by the fact that 
people come to th ink of you as a good human being." He concluded 
that, fo r him, being viewed as a good person was "obviously more 
im portant" than other professional considerations."[Hunt, p. 64.] Tony 
Kornheiser jested tha t Harry "couldn't have been more over-exposed if  
he did two shows a night in a bathing suit in A n tartica ." Tony 
Kornheiser, "Harry Chapin: Words and Music," New York Times, 4
98
December 1977, Sec. 21, Long Island Edition, p. 18.
Chapter Four:
Harry Chapin, testimony before the U. S. House Committee 
' on Agriculture, Hearing to Establish a Commission on Domestic and 
International Hunger and N u tr it io n , 95tfFi Congress, IsT Session, ' 20 
October 197~7, p. 20.
2 McLean, no page number.
3 Harry Chapin, "On the Food Line: Hunger—Are We Serious?," 
Food M onitor, 6 (September/October, 1978), p. 19.
^ "JC Outstanding Young Man Awards," Las Vegas Journal, 15 
January 1977, no page number.
5
Mary Campbell, "For Chapin, Success is a Chance to  be 
Generous," Waterbury Sunday Republican, 21 August 1977, p. . 3.
^ Cindy Herman, "Harry Chapin: Busy, Busy Man," The Pulse 
[Syosset High School, N Y ], p. 1.
7 Ann Ehrenburg, "Chapin's Goal: Elim inate World Hunger," Las 
Vegas Sun, 15 January 1977, p. 3.
Q
"JC Outstanding," no page number.
9
Chapin, Hearing to Establish, p. 21.
10 Rick Antoine, "A Fort Wayne R ite  of Spring—Harry Chapin in 
Concert," Fort Wayne News Sentinel, 12 May 1979, no page number.
^  Bert M ills, "A Voice Against Hunger," Cleveland Plain Dealer, 
2 August 1979, p. B - l.
99
12 Harry Chapin, "On the Food Line: Commentary," Food
M onitor, 2 (December, 1977), p. 19.
^  Chapin, Autobiography, TS, p. 1.
14 Chapin, Hearing to Establish, p. 20.
^  Robert P. Laurence, "Harry Chapin Looks Out fo r Life 's 
Icebergs," Huntington Park Daily Signal [Downey, CA], 20 May 1977, 
no page number. "
^  Carolyn Hugh, "Harry's Story: 'I'd Rather be Busy,"' Friday 
Magazine, Bellingham [ WA] Hearld, 20 April 1979, p. 3.
'*'"7 Chapin to ld Kenneth Best i f  you are not an involved citizen 
"you're not a good American." Kenneth Best, "There Are Not Many 
Performers Like Harry Chapin," The Courier-News [Morristown, NJ], 
23 December 1977, p. A-10.
18 Best, p. A-10.
19 M ills, p. B - l.
20 _ ,Dooley, p. 21.
21 ,Imus, p. 9.
Chapter Five:
Kenneth Burke, "M yth, Poetry, and Philosophy," in Language 
as Symbolic Action (Berkeley: University of Californ ia Press, 1966), p. 
383.
^ Burke, "M yth," p. 386.
^ Harry's brothers, Tom and James, disclose the memorial
100
service gave the fam ily  the ir firs t opportunity to discover Harry's
impact beyond the fam ily.
Michael Harrington, "Harry Chapin, 1942-1981," The Village
Voice, (29 July 1981), p. 25.
5 Harrington, p. 25.
^ Susan Gensel, "The Weeks of July 16, 1581," Chapinfo, (May,
1982), p. 4, col. 4.
^ David Marsh, "Harry Chapin: 1942-1981," Rolling Stone, 3
September 1981, p. 25.
® Kornheiser, "Words," p. 18.
9
Marsh, p. 25.
Hon. Claudine Schneider, Cong. Rec., 22 July 1981, p.
E3656.
Marsh, p. 25.
Select Bibliography
Primary Materials
Ayres, B ill. Personal interview. 29 May 1983.
Burke, Kenneth Duva. Le tte r to author. 11 November 1982.
Burke, Kenneth Michael. Personal interview. 7 November 1983.
Chapin, Harry. Autobiography, TS. Located in Chapin's personal 
files, Huntington, New York. 1978.
Chapin, Harry. The Last Protest Singer. F ilm  Treatment, TS. 
Located in Rutger's University "World Hunger Year" Special Collection. 
1978.
Chapin, Harry. "On the Fooa Line: Commentary.1' Food Monitor, 
2 (1977), p. 19.
Chsoin, Harry. "On the Food Line: Hunger—Are We Serious?" 
Food M onitor, 6 (1978), p. 19.
Chapin, Harry. Press Conference: "Demooratic
Convention—Hunger Suite." 13 August 1980.
Chapin, Horry. Songwriter's Workshop Manual, TS. Located in 
Chapin's personal files, Huntington, New York. 1976.
Chapin, Harry. Speech on Hunger delivered at Ann Arbor, 
Michigan, TS. Located in Chapin's personal files, Huntington, New 
York. Undated.
- 101 -
102
Chapin, Harry. Speech to American Guild o f Authors and 
Composers. "Askapio Seminar,” New York, 1978. Reprinted in 
Songwriter, (July, 1978), pp. 24-32.
Chapin, Harry. Speech to Association o f College, University and 
Community A rts Adm insitrators, Inc., New York, 12 December 1980. 
Verified transcrip t located in Chapin's personal files, Huntington, New 
York. 1980.
Chapin, Harry. Speech to Family Service League, Annual 
Meeting, 1981, TS. Located in Chapin's personal files, Huntington, New 
York. 1981.
Chapin, Harry. Statement Chapin was scheduled to  deliver 
before Congressional Comm ittee on the day of the memorial service, 
TS. Rutger's "World Hunger Year" Special Collection. Box 6, Folder 11.
Chapin, Harry. Testimony before the New York State Assembly 
Task Force on Food, Farm and N u trition  Policy and the Education 
Committee, 24 December 1978. Rutger's "World Hunger Year" Special 
Collection. Uncatalogued.
Chapin, Harry. Testimony before the U. S. House Committee on 
Agriculture. Hearing to Establish _a Commission on Domestic and 
International Hunger and N utrition . 95th Congress, 1st Session. 
Washington, D.C.: GPO, 1978.
Chapin, Harry. Testimony before the U. S. House Committee on 
International Relations, Subcommittee on International Development. 
Hearing on Foreign Assistance Legislation fo r Fiscal Year 1978 [part 
BJ. 95th Congress, 1st Session. Washington, D. C.: GPO, 1977.
Chapin, James [Fa the r]. Personal in terview. 8 November 1983.
Chapin, James Burke. Personal in terview . 26 May 1983.
Chapin, James Burke. Personal in terview. 8 November 1983.
Chapin, Sandy Gaston. Personal in terview . 23 May 1983.
Chapin, Thomas Forbes. Personal in terview . 28 May 1983. 
Chapin, Thomas Forbes. Personal interview. 7 November 1983. 
Downey, Hon. Thomas. Personal in terview . 19 May 1983. 
Gamble, J ill.  Personal interview. 25 May 1983.
Garon, Dr. Rich. Personal in terview . 1 June 1983.
G etter, Phil. Personal interview. 25 May 1983.
Hart, Jean Elspeth Burke. Personal in terview. 24 May 1983. 
Jeffords, Hon. James. Personal interview. 17 May 1983. 
Kornheiser, Tony. Personal interview. 17 May 1983.
McCann, Jackie. Personal interview. 23 May 1983.
Nader, Ralph and Mark Green. Le tte r. New York Times, 26 July
1981.
Seeger, Pete. Personal interview. 27 May 1983.
Treyz, Russell. Personal interview. 24 May 1983.
Secondary Sources
Andrews, James R. A Choice of Worlds: The Practice and 
C ritic ism  of Public Discoursed New York: Harper and Row, Inc., 1973.
"An Inform al Interview with Harry Chapin." C linton [N J ] 
Journal, 21 February 1979.
104
Antoine, R ick. "A Fort Wayne R ite  o f Spring—Harry Chapin in 
Concert." Fort Wayne [IN ] News Sen tine l, 12 May 1979.
Bailey, Sheri. "Harry Chapin Tells Some of His Stories." Phoenix 
Gazette, 16 April 1979.
Berelson, Bernard. Content Analysis in Communication Research. 
Glencoe, IL: The Free Press, 1952.
Berger, Kenneth W. "An Evaluation of the Thorndike and Lorge 
Word Count." Centra l States Speech Journal, 22 (Spring, 1971), 61-64.
Best, Kenneth. "There Are Not Many Performers Like Harry 
Chapin." The Courier-News [Morristown, N J], 23 December 1977, p. 
A-10.
Black, Edwin. Rhetorical C ritic ism : A Study in Method. Madison, 
W'l: University o f Wisconsin Press, 1965.
Borzi, Phil. "H arry Chapin: Thanks, and 'Keep the Change.'" The 
Compass [ Suffolk Community College], 6 February 1977.
Bryant, Donald C. "O f Style: Buffon and Rhetorical C ritic ism ." 
In Essays on Rhetorical C ritic ism , Ed. Thomas R. Nilsen. New York: 
Random House, 1967, pp. 50-63.
Bryant, Donald C. Rhetorical Dimensions H C ritic ism . Baton 
Rouge, LA: Louisiana State University, 1973.
Burke, Kenneth. "Counterblasts on 'Counter-Statement.'" New 
Republic, 69, 9 December 1931, p. 101.
Burke, Kenneth. "M yth, Poetry, and Philosophy." In Language as 
Symbolic Action. Berkeley: University of California Press’] 1966, pp. 
380-405.
Campbell, Mary. "For Chapin, Success is a Chance to  be 
Generous." Waterbury Sunday Republican, 21 August 1977, p. 3.
105
Cathcart, Robert. Post Communication: Rhetorical Analysis and 
Evaluation. 2nd edition. Indianapolis, IN: Bobbs-Merrill Eaucational 
Publishing, 1981.
"Charity No Occasional Thing fo r Chapin." New York Times, 1 
June 1975, p. 97, col. 3.
Charlesworth, Chris. "Chapin Up!" Melody Maker 50, 22 March 
1975, p. 18.
C ro ft, A lbert J. "The Functions of Rhetorical C ritic ism ." 
Reprinted in The Province of Rhetoric. Eds. Joseph Schwartz and John 
A. Rycenga. New York: The Ronald Press, 1965, pp. 403-414.
Dahl, Hartvig. Word Frequencies of Spoken American English. 
Essex, CN: Verbatim, 19797
Dallas, Karl. "Chapin on the Tip of the Iceberg." Melody Maker 
52, 17 September 1977, p. 25.
D ilibe rt, G loria. "Harry Chapin's Fam ily Fights to Carry on His 
Extraordinary Legacy of Compassion." People Weekly, 15 March 1982, 
pp. 31-34.
Dissen, Mary. "Harry Chapin: Casts a Spell, Leaves Cause
Offstage." The Daily Break [ The Ledger- Star Leisure Time Section], 20 
December 1976, pp C - l,  12.
Dooley, Brian J. "Harry Chapin: Music fo r the M ultitude."
Pickin', September, 1979, pp. 20-22.
Ehrenburg, Ann. "Chapin's Goal: E lim inate World Hunger." Las 
Vegas Sun, 15 January 1977, p. 3.
Evans, Lance. "Harry Chapin: Interested in People, His Songs 
R eflect Stories of L ife 's Experiences." The Sunday Times [Scranton, 
PA], 21 May 1978, p. A-12.
106
Francis, W. Nelson and Henry Kucera. Frequency Analysis of 
English Usage: Lexicon and Grammar. Boston: Houghton M iff lin
Company, 1982.
Gensel, Susan. "The Weeks of July 16, 1981." Chapinfo, May 
1982, p. A, col. A.
Green, Paul. "'Sequel' Bigcc-r than 'Taxi.'" Los Angeles Times, 6 
December 1980, Section II, pp. 5, 8-9.
Harrington, Michael. "Harry Chapin, 19A2-1981." The Villaqe 
Voice, 29 July 1981, p. 25.
"Harry Chapin: Caught in the Act." Melody Maker, 52, 16 April 
1977, p. 20.
"Harry Chapin: Nails in the C offin  of a M yth." US Magazine, 1A 
June 1977, clipping from Chapin's personal files, Huntington, New 
York.
"Harry Chapin's Death Casts Pall Over Heights." Brooklyn 
Heights Press and Cobble M ill News, 23 July 1981, clipping from 
James Chapin's personal files maintained at World Hunger Year's 
o ffice , New York, New York.
Herman, Cindy. "Harry Chapin: Busy, Busy Man." The Pulse 
[ Syosset High School, N Y ], 22 December 1978, p. 1.
Howes, Davis. "A Word Count of Spoken English." Journal of 
Verbal Learning and Verbal Behavior, 5 (1966), 572-60A.
Hun:, Dennis. "The Tales of Harry Chapin." Los Angeles Times 
Calendar, 2 November 1975, pp. 6A-65.
Hugh, Carolyn. "Harry's Story: 'I'd Rather Be Busy.'" Friday 
Magazine Bellingham [ WA] Hearld, 20 April 1979, p. 3.
Imus, Scott. "Music is Just One Side of Harry Chapin." Auburn 
[IN ] Evening Star, 10 May 1979, pp. 8-9.
107
Jacobson, Carol. "Chapin, P o litica l Troubador." The Sunday 
Register [ Shrewsbury, NJ], 31 November 1976, p. B-9.
"JC Outstanding Yeung Man Awards." Las Vegas Review Journal, 
15 January 1977.
Kalbacher, Gene. "Food for Thought: An Exclusive Interview w ith 
Harry Chapin, a C itizen, Singer and Practicing Idealist." The Aquarian, 
12 and 19 April 1978, pp. 6-8.
Kallen, Jackie. "Harry Chapin: Paying His Dues." Oakland Press, 
1A October 1977, p. B-7.
Kluster, John. "Harry Chapin: T'm Out There to L ive .'" Dallas 
Times Hearld, 16 April 1979.
Kornheiser, Tony. "Harry Chapin: Words and Music." New York 
Times, A December 1977, Sec. 21, Long Island Edition, pp. 1, 18.
Krippendorff, Klaus. "Content Analysis: An Introduction to its 
Methodology." The Sage CornmText Series, 5. Beverly H ills: Sage 
Publications, 1980.
Lauber, Jeannine. "Chapin Sincere, Involved." Columbus Dispatch, 
5 February 1979.
Laurence, Robert P. "Harry Chapin Looks Out fo r Life 's 
Icebergs." Huntington Park Daily Signal [Downey, CA], 20 May 1977.
Lefko, E llio tt. "Harry Chapin and the Night That Made America 
Famous." Beatle, 6, January, 1975.
Marsh, David. "Harry Chapin: 19A2-1981." Rolling Stone, 3
September 1981, pp. 2A-26.
McLean, Keitha. "Harry CHapin: The Sophisticated Hobo." 
Women's Wear Daily, 1A February 1975.
108
McMillan, Penelope. "The Harry Chapin Game." New York 
Sunday News Magazine, 16 February 1975, pp. 25-33.
M ills, Bert. "A Voice Against Hunger." Cleveland Plain Dealer, 2 
August 1979, pp. B - l,  4.
M itche ll, Robert E. "The Use of Content Analysis for 
Explanatory Studies." Public Opinion Quarterly, 31 (1967), pp. 230-242.
Monahan, Matthew. "Harry Chapin has Rocked the Cradle and 
World Hunger has Benefited." Tablet Scene. Undated clipping from  
Chapin's personal files, Huntington, New York.
"Movies for the Ear." Pittsburgh Press, 15 February 1979.
Nichols, Marie Hochmuth. Rhetoric and C ritic ism . Baton Rouge, 
LA: Louisiana State University Press, 1963.
Nichols, Marie Hochmuth. "Rhetoric and the Humane Tradition." 
In Rhetoric a Tradition in Transition. Ed. Walter R. Fisher. Lansing, 
MI: Michigan~State University Press, 1974, pp. 180-191.
Patton, John H. "Permanence and Change in Rhetorical Theory." 
Central States Speech Journal, 30 (Summer, 1979), pp. 134-143.
Polanyi, Michael. Personal Knowledge. New York; Harper and 
Row, Publishers, 1958.
Polanyi, Michael. The Study of Man. Chicago: University of 
Chicago Press, 1959. ~ ~~
Pollock, Bruce. "Harry Chapin." In Their Own Words. New York: 
Collier Books, 1975, pp. 216-224. ~~
Redding, W. Charles. "Extrinsic and Intrinsic C ritic ism ." 
Reprinted in Essays on Rhetor ical C ritic ism. Ed. Thomas Nilsen. New 
York: Random House, 1967, pp. 98-125.
109
Rensin, David. "Chapin Takes Taxi Wherever He Can." Rolling 
Stone, 6 July 1972, p. 14.
"Rhetoric—Old and New." In New Rhetorics. Ed. M artin 
Steinmann, Jr. New York: Charles Scribner's,' 1967.
Richmond, D ick. "Harry Chapin." "Everyday" Section—St. Louis 
Pcst-Dispatch, 16 February 1979, p. 1. ■ — ~
Rosenfield, Lawrence W. "The Anatomy of C ritica l Discourse." In 
Methods of Rhetorical C ritic ism . 2nd edition. Eds. Bernard Brock and 
Robert ScotE Detroit": Wayne State University Press, 1980, pp. 
148-172.
Rosenwaser, Suzanne. U n titled  Biography of Harry Chapin, MS.
Schneider, Howard. "Rich L it t le  Poor Kid, Back Home From a 
Star Trip." Newsday, 28 April 1974, Section II, pp. 4-6.
Speech Communication Association. The Prospect of Rhetoric.
Eds. Lloyd F. B itzer and Edwin Black. Englewood C liffs , NJ:
Prentice-H all, Inc., 1971.
Steinberg, Julie. "Songwriter: 'When in Doubt do Something.'"
1977. Clipping from  Chapin's personal files, Huntington, New York,
unknown source.
Stukane, Eileen. "The End of the World of Harry Chapin." Rock, 
1, 22 March 1973, p. 18.
Van Matre, Lynn. "Harry Chapin: S till K indling the A ctiv is t 
F ire ." Chicago Tribune, 7 December 1980, Sec. 6, pp. 4, 6.
Waiter, Otis M. "On Views of Rhetoric, Whether Conservative or 
Progressive." In Contemporary Theories of R hetoric. Ed. Richard L. 
Johannesen. New York: Harper and Row, Publishers, 1971, pp. 18-38.
Weaver, Richard M. Language is Sermonic: Richard M. Weaver
110
on the Nature o f Rhetoric. Eds. R. L. Johannesen, R. Strickland, and 
R. T. Eubanks. Baton Rouge, LA: Louisiana State University, 1970.
Weaver, Richard M. Visions of Order. Baton Rouge, LA: 
Louisiana State University, 1964.
Wilson, John S. "Harry Chapin." International Musician, 74, 
(August, 1975), pp. 12, 32.
Wood, Gerry. "Chapin Issues Call for Seeger Benefit." B illboard, 
90, 1 April 1978, p. 39.
Appendix A
Harry Forster Chapin was born on the seventh of December 
1942. His fa ther James was a "big band" drummer who played w ith 
Tommy Dorsey, Woody Herman, and others. In addition to playing 
w ith the bands and playing jazz, his father wrote the primary texts 
used by students learning Advanced Techniques for the Modern Jazz 
Drummer. His fa ther was the son of American scenic a rtis t James O. 
Chapin. Harry's grandfather James "Big Jim " Chapin was considered 
one o f the outstanding American artists between the 1920's and 1950's. 
"Big Jim " Chapin illustra ted Robert Frost's f irs t two books of poetry 
and became well known for his "s to ry te lling" style of painting, and in 
particular, fo r a group o f paintings referred to as the "Marvin Fam ily," 
which were of a New Jersey farm  fam ily. His father's mother was 
Abby Forbes Chapin, a 1904 graduate of Vassar who became an English 
teacher, edited numerous English textbooks, and wrote on the c ra ft of 
storyte lling as a form  of communication.
Chapin's mother was Jean Elspeth Burke. Elspeth entered Hunter 
College at the age o f fourteen where she earned a Masters Degree in 
the History of Science. Presently, she is an editor w ith Garland Press 
where she supervised the f irs t complete publication of the sixty-three 
volume set o f James Joyce's manuscript facsim ilies. She is the eldest
- Ill -
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daughter o f American c r it ic , poet, and philosopher Kenneth Duva 
Burke.
Chapin's childhood was divided between Greenwich Village (until 
age 11) and summers spent at the Burke fam ily compound located in 
Ancover, New Jersey. Chapin described the tim e spent in New Jersey 
as "three magical months" where w ith "no extra money available in a 
fam ily  of artis ts a ll the magical kingdoms of the mind were opened 
early." Throughout his life , Chapin maintained a room at the fam ily 
compound.
Chapin's grandmother paid for Harry and his brothers James, 
Tom, and Steve to take music lessons; however, Harry abandoned the 
trum pet for the banjo and guitar in 1957. During the following years, 
Chapin joined w ith his brothers Tom and Steve to form  a "Kingston 
T rio-type" fo lk group which played church socials, neighborhood 
parties, band breaks, and society dances.
A fte r abortive tries at the A ir Force Academy and Cornell 
University, Chapin began to concentrate his creative e ffo rts  on the 
documentary f ilm  industry. A fte r working \ ith  Drew and Associates, 
R icky Leacock (Aunt "Happy" Burke's f irs t husband), Donald 
Pennebaker, and Jim Lipscomb, Chapin began a two and one half year 
project w ith Cayton, Inc. editing "figh t" film s. The project, Legendary 
Champions culminated in 1969 with its release o f a "thea trica l"
113
documentary which was w ritten , directed, and edited by Chapin. The 
film  won the New York and Atlanta film  festival gold prizes as "Best 
Documentary" and was nominated fo r an Academy Award as "Best 
Feature Documentary."
Following the release of the Chapin-Lipscomb documentary Duel 
in the w ind , the economic recession brought about a dramatic 
depression in the f ilm  industry. By the end of 1970 Chapin, who had 
married Sandy Gaston in 1968, found himself w ith a w ife, three 
children from  her form er marriage, the ir own baby due w ith in  three 
months, and no visible means of support. Chapin applied for a license 
to drive a New York C ity  tax i; however, he never actually drove a 
tax i. During the summer vacation season of 1971, Chapin rented out 
the ir home in Point Lookout Long Island and tem porarily relocated the 
fam ily to the Andover compound. He used the rental fees to rent the 
Village Gate in Greenwich Village for a ten week period starting June 
29, 1971. Each night follow ing the show Jacques Brel is A live and 
Living in Paris the Village Gate became "Club Chapin."
Chapin constructed a five  man group which included Chapin, a 
lead guitar, a bass, drums, and a cello. This combination of 
instruments led to  the d istinctive  and readily identifiab le Chapin 
sound. By the end o f 1972, Chapin had received Billboard magazine's 
"Trendsetter Award” and been nominated for a "Grammy" as "Best New 
A rtis t of the Year." In 1974, "Make a Wish," a show hosted by his
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brother Tom which featured music w ritten  by Harry, won both "Emmy" 
and "Peabody" awards. Chapin received gold records for a "number 
one" album, Verities and Balderdash, and a "number one" single, "Cat's 
in the Cradle," during 1975. That year also brought Chapin a 
"Grammy" nomination for the "Best Performance by a Male Vocalist" 
and the debut of his Broadway musical The Night that Made America 
Famous, which won two "Tony" nominations. More significantly 
though, Chapin joined w ith Father B ill Ayres to form World Plunger 
Year and embarked upon a tireless e ffo rt to combat hunger and
m alnutrition throughout the world.
The years follow ing 1975 brought Chapin greater recognition for 
his hum,anitarian e ffo rts . A t the tim e of his death, Chapin had
contributed over six m illion  dollars to various charities concerned w ith
both hunger and the arts. Chapin was named one of the Jaycees "Ten
Most Outstanding Young Men in America" in 1976. During 1976, Chapin 
received the "Long Island Distinguished Leadership Award" and won his 
f irs t "Rockies" Public Service Award. In 1977, Chapin became the firs t 
entertainer to be awarded the "Rockies" Public Service Award two 
years in a row. During that year, he also received the Performing 
Arts Lodge of the E:nai B rith  "Humanitarian" award, and was named 
"Man of the Year" by both the Long Island Association and Junior 
Achievement or New York. 1978 brought Chapin the Public Relations 
Society of America's "Lone Eagle Award," and appointment to President 
Carter's Commission on World Hunger, a commission whose existence
115
Congressional observers cred it to Chapin's personal lobbying e ffo rts . 
A fte r being inducted into the Long Island Hall of Fame, and receiving 
the "Long Island Distinguished Leadership Award," from  the Long Island 
Business Association, in 1979, Chapin served as co-founder of the 
Democracy Project during the last year of his life .
He was k illed  in an automobile accident on the Long Island 
Expressway, on the sixteenth of July 1981.
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DREAM
DAY
AMERICA
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DO
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THINK
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ALONE
PAST
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FULL
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SHOULD
BOY
GONNA
SANG
HALF
FAR
COMING
WOMAN
WHY
SEEN
TRYING
GUITAR
FEEL
SAW
SET
MANY
YEARS
SIX
KNEW
HAS
SINCE
TOMORROW
BABY
L A N D
HEART
CITY
WANT
TIL
GIVE
KEEP
PEOPLE
BRIGHT
LIVING
VACANCY
ANY
MEET
KNOWN
BELIEVE
CAN'T
FEELING
EACH
HAPPY
DREAMS
FIRST
121
8 GUESS 
8 BETTER 
8 SAT 
8 NEW 
8 SILENCE 
8 BROUGHT 
8 WITHOUT 
7 CARE 
7 SURE 
7 COUPLE 
7 WINDOW 
7 THINKING 
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6 US 
6 LIGHTS 
6 LOOKS 
6 FILL 
6 LISTEN 
6 REALLY 
6 DOOR 
6 LIVE 
6 SKY
6 SOMETHING'S 
6 FIRE 
6 STRING 
6 TEARS 
6 REAL 
6 CHILD 
6 LOOKED 
6 GETTING 
6 HARD 
6 ROOM 
6 BOTH 
6 OFFER 
6 MIDNIGHT 
6 HAND 
6 SLOWLY 
6 SUCH 
5 THEY’RE 
5 TRY 
5 NOWHERE 
5 ALRIGHT 
5 BODY 
5 THOUGH 
5 DOGTOWN 
5 BAREFOOT 
3 WISH 
5 WATCH 
5 BESIDE 
5 BEAUTIFUL 
5 HOLD 
5 MOON 
5 MILES 
5 ALONG 
5 ROLLING 
5 SEVEN 
5 HERSELF
5
5
5
5
5
5
5
5
5
5
5
5
5
5
5
5
5
5
5
5
5
CJ
5
5
5
5
5
5
5
123
ORCHESTRA
ALWAYS
USE
THESE
ANNIE
WALKED
BAR
WARM
SINGER
WIND
RUNS
TRIED
SOON
MIGHT
ORDER
LED
TURNED
HALFWAY
HUNDRED
WE'D
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Appendix C
Later Lyric  Frequency Count
Five or More Mentions
1156 THE 
656 YOU 
621 AND 
574 I 
521 TO 
517 A 
306 THAT 
264 IN 
243 MY 
237 OF 
230 IT 
226 ME 
189 HE 
188 BUT 
177 WHEN 
172 IS 
170 YOUR 
169 ON 
158 WAS 
152 WE 
149 FOR 
144 SHE 
137 ALL 
134 JUST 
131 SAID 
129 WHAT 
129 HIS 
127 SO 
126 WITH 
124 IT'S 
117 BE 
114 THEY 
113 THERE 
105 KNOW 
97 UP
- 124 -
95
94
94
92
92
90
85
84
83
80
79
78
77
75
73
73
73
70
70
67
66
66
63
62
62
61
61
57
57
57
56
55
54
54
53
52
52
52
50
49
49
48
48
48
47
46
46
45
44
44
125
LIKE
GOT
I'M
ARE
OLD
AS
TIME
NOT
MAN
NOW
OUT
SEE
DON'T
WERE
THIS
CAN
HAVE
ONE
YOU'RE
HIM
FROM
DO
HEADING
DOWN
IF
LITTLE
AT
HER
HAD
WHERE
OUR
NO
I'VE
BEEN
COULD
OH
SOME
WOULD
ONLY
GET
WELL
NEVER
COME
LOVE
MORE
SAY
HE'S
BACK
THAT’S
WAY
43
43
42
41
40
40
40
40
40
40
39
37
37
37
36
35
35
35
34
34
34
34
34
33
33
33
33
32
32
31
31
31
31
31
30
30
30
30
30
30
30
30
30
29
29
29
29
28
28
28
28
126
WILL
DREAM
WHY
BOY
OR
ALWAYS
BY
CAN'T
GO
US
LIFE
THEN
YES
THINGS
THROUGH
STILL
NIGHT
HOW
AWAY
NAME
WORLD
THERE'S
EVER
CAUSE
CAME
DAY
FIRST
FOUND
NEED
BOYS
SAYS
GOOD
SHOULD
THAN
TOLD
AROUND
TOO
FIND
LAST
HEARD
AGAIN
YOU'VE
MAKE
INTO
HERE
ABOUT
DONE
MUSIC
BABE
PUT
DREAMS
28
28
27
26
26
26
25
25
25
25
25
24
24
24
24
24
23
23
23
23
23
23
23
23
22
22
22
22
22
22
22
22
22
22
21
21
21
21
21
21
21
20
20
20
20
20
20
20
20
19
19
127
TAKE
DID
LEFT
WHILE
SING
GONE
MADE
ANOTHER
OVER
AN
HE'D
OFF
WHO
WONDER
GIRLS
TELL
THEY'RE
STORY
THOUGH
PLEASE
BEFORE
WON'T
YOU'LL
SHE'S
KID
TRUTH
LADY
GUITAR
REALLY
YOUNG
THEIR
HEAR
CALLING
YEAH
YEARS
ELSE
MUCH
EVERY
SOMEBODY
HOME
SOMETHING
GIVE
SOMEONE
EYES
TIL
FALL
ONCE
WENT
SONG
BETTER
WATCH
19
19
19
19
19
19
19
19
19
18
18
18
18
18
18
18
17
17
17
17
17
17
16
16
16
16
16
16
16
16
16
16
16
16
16
16
16
16
15
15
15
15
15
15
15
15
15
15
15
15
15
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KNEW
I'D
NOTHING
COMING
SWEET
HAS
USED
THEM
STARTED
WOMAN
GOD
PLAY
MAYBE
KEEPS
SEEN
START
LAND
TIMES
THING
PAST
HEAD
PEACE
WORDS
I'LL
AM
THOUGHT
GIRL
DANCE
TOOK
OWN
HEART
HOLD
WE'D
LOST
AH
YOURSELF
SINGING
REMEMBER
LET'S
CHILDREN
PRETZEL
MANY
LOOK
GOING
WE'RE
EM
FAR
MAY
FLOWERS
BROUGHT
ALONE
15
15
15
15
15
15
1A
1A
1A
1A
1A
1A
1A
1A
1A
1A
1A
1A
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1A
1A
1A
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13
13
13
13
13
13
13
13
13
13
13
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12
12
12
12
12
12
12
12
12
12
12
12
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TEN
FOOL
WIFE
KEEP
FEEL
BOUT
TALKIN'
AFTER
JOB
SAME
NEW
TOWN
WE'LL
ROCK
INSIDE
GREW
OTHER
SONGS
FRIEND
BLUES
HAPPEN
WANT
WORK
MIND
LIVE
CALL
SANDY
REAL
SMILE
GREEN
DAYS
KNOWS
LATE
TWO
WIND
YEAR
GONNA
HELL
BODY
LIGHT
SOMEWHERE
MEAN
ENOUGH
ODD
LET
LEAVE
MAKES
CAUGHT
HANDS
HELP
BIT
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11 WEEK 
11 GUESS 
11 TONIGHT 
11 LEARN 
11 SOMEDAY 
11 HIGH 
11 KIND 
11 BED 
11 LONG 
11 WORD 
11 MYSELF 
11 UNDERSTAND 
11 BABY 
11 END 
11 BAND 
11 GETS 
11 LEARNED 
11 FACE 
11 RIGHT 
11 MUST 
11 SAW 
11 PLACE 
10 UNDER 
10 SET 
10 BELIEVE 
10 SHE'D 
10 TODAY 
10 STOP 
10 MORNING 
10 SAD 
10 FREE 
10 YOU'D 
10 MAYOR 
10 STREET 
10 COLORS 
10 COUNTRY 
10 MONEY 
10 VOICE 
10 LOU 
10 EVEN 
10 RED 
10 THREE 
10 TRIED 
10 BOTH 
9 SOON 
9 GROW 
9 ROOM 
9 HIMSELF 
9 DANCIN'
9 HAND 
9 STAND
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9 DIRT 
9 SON 
9 OPEN 
9 GAME 
9 HOFE 
9 COURSE 
9 GROWING 
9 TURN 
9 HAPPY 
9 WHENEVER 
9 AIN'T 
9 EACH 
9 GROUND 
9 ONES 
9 BEGIN 
9 FOLKIE 
9 ALMOST 
9 FINALLY 
9 WE'VE 
9 LIVED 
9 ASKED 
9 CRAZY 
9 SURE 
9 THINK 
9 TOGETHER 
9 LINE 
9 GOES 
9 SUN 
9 PAY 
9 DOOR 
9 SANG 
9 PEOPLE 
9 PEPPER 
9 SALT 
9 EVERYBODY 
8 DADDY 
8 LOOKING 
8 BUCKS 
8 ANSWER 
8 LISTEN 
8 SCHOOL 
8 SINCE 
8 BROKEN 
8 GAVE 
8 HALF 
8 CLEAR 
8 HATE 
8 INSTEAD 
8 SEVENTEEN 
8 ROAD 
8 CITY
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8 BEHIND 
8 STRONG 
8 FRIGHTENED 
8 DEAD 
8 SOMETIMES 
8 SAYING 
8 SEEMS 
8 MARY 
8 DOING 
8 CHORD 
8 GETTING 
8 TREAT 
8 VERY 
8 WHITE 
8 PAIN 
8 DOES 
8 LAUGH 
7 PART 
7 ANY 
7 ASK 
7 HOUSE 
7 TRY 
7 MIGHT 
7 FATHER 
7 SEEMED 
7 WAIT 
7 SHOW 
7 TALKING 
7 BLACK 
7 FOUR 
7 WRITE 
7 WEREN'T 
7 BIG 
7 RUN 
7 MAMA 
7 CRY 
7 HAPPENED 
7 KINGDOM 
7 HUNDRED 
7 MOTHER 
7 SUPPOSED 
7 SKIN 
7 SILENCE 
7 SIR 
7 STAY 
7 JENNY 
7 FEELING 
7 THOUSAND 
7 PROMISE 
7 SELLING 
7 GLORY
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7 MEANS 
7 PAINT 
7 FINAL 
7 SILVER 
7 HEY 
7 FUTURE 
7 SELL 
7 DIDN'T 
7 FIRE 
7 DREAMED 
7 MOON 
7 TITANIC 
6 D
6 THINKING 
6 SEA 
6 GENTLE 
6 ANYTHING 
6 DUES 
6 SLEEP 
6 BRING 
6 WORRY 
6 ANSWERED 
6 STORIES 
6 HIDE 
6 CANDOR 
6 TEACHER 
6 T HEE 
6 LOOKED 
6 ROLLS 
6 RAN 
6 MAN'S 
6 DAUGHTER 
6 MARRIED 
6 YOUTH 
6 TOMORROW 
6 STOOD 
6 WINDOW 
6 BUMMER 
6 WATER 
6 LAUGHTER 
6 LAUGHING 
6 BROTHER 
6 BONE 
6 DAMN 
6 PLAYED 
6 DARK 
6 HE'LL 
6 HOURS 
6 ACROSS 
6 WRONG 
6 FUNNY
U
l'
J
lU
lU
l'
J
IU
lW
U
lU
lU
ll
n
U
lU
lU
l'
J
IU
lU
lU
l'
J
lU
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U
1U
1U
1U
1 U
lU
l 
U
lU
lU
lU
IU
lU
l.
l
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6 WALK 
6 THESE 
6 SKY 
6 HOLDING 
6 PAID 
6 SEND 
6 TRYING 
6 LEAST 
6 HOLY 
6 LIVIN1 
6 OFFER 
6 LEAVES 
6 EARLY 
6 SECRET 
6 STRANGER 
6 SHELF 
6 ITS 
6 HIT
HAVEN'T 
BAD 
PARK 
ADMIT 
READ 
CHANGES 
ICEBERG'S 
FULL 
RAIN
MIDNIGHT 
HOLDS 
SUNG 
COREY'S 
CANNOT 
LESSON 
AGO 
GIFT
ANYMORE 
KILL 
BLIND 
CHOICE 
EVERYTHING 
GUN 
SLOW 
WORTH 
PASSING 
JOY 
CARES 
ALREADY 
FAST 
HOT 
GOIN'
5 LONELY
V
.n
U
iV
n
U
iU
i'
O
iU
iU
iU
iU
iU
iV
J
iU
iV
ji
U
iU
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iU
iU
iV
J
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JOBS
BOW
FIVE
FLY
CRYING
MOUNTAIN
FASTER
BOUND
PICK
HARD
FACTORY
CHANGE
EVERYWHERE
WORKING
PAINTING
BIRD
GREAT
NEARER
WHOLE
LOVER
THEY'VE
BURNING
TOUGH
SHARE
ENDED
NIGHTS
SHOUT
FINGERNAILS
AMERICA
HURRY
LAID
NEXT
FEET
SLOWLY
MAGIC
TURNED
RUSTLING
TELLS
STREAM
EMPTY
COLD
ROLLING
CARE
DIED
POOR
FEW
BECAUSE
STARBOARD
LAUGHED
BLOOD
WAYS
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5 RHYTHM 
5 DAMNED 
5 TALKED
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